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Selection	of	Eight	Lives,	ed.	Philip	A.	Stadter,	trans.	Robin	Waterfield,	Reissue	edition	(Oxford ;	New	York:	OUP	Oxford,	2008),	36.	90	Fowler,	The	Roman	Festivals	of	the	Period	of	the	Republic,	165.	91	Livy,	The	History	of	Rome,	Bk.	V,	Ch.	1.	‘The Etruscans as a nation were distinguished above all others 




















































































































Ogn’uom, ch’al mondo viene: 
  Che nasce primamente 
Al padre, et al parente, 

























































































































































































































































































































































































For	Cadogan	the	revelatory	themes	begin	with	the	mural	on	the	external	arch	depicting	the	Tiburtine	Sybil	prophesising	the	birth	of	Christ	to	Augustus	on	the	Capitoline	Hill	in	Rome87—an	event	given	more	credence	at	the	time	as	Poliziano	had	recently	found	texts	suggesting	that	it	was	Augustus	who	had	founded	Florence	(Fig	5.23-5.26).88	This	image—including	an	obvious	depiction	of	Rome	(Fig.	5.27)—is	next	to	a	painted	figure	of	David	(as	prophet)	who	also	serves	as	a	civic	symbol	and	therefore	another	reference	to	the	birth	of	Rome	as	well	as	Florentine	Republicanism	(Fig.	5.24).89	Further	sibyls	are	represented	in	the	vaults	of	the	chapel	(Figs.	5.28	&	5.29),	but	it	is	the	narrative	of	St	Francis	and	their	urban	settings	which	is	striking.	The	main	chapel	comprises	six	major	frescoes	covering	aspects	of	the	life	of	St	Francis	(Figs.	5.30	&	5.31),	and	an	altarpiece	depicting	the	Adoration	of	the	Shepherds	(Fig	5.56).	The	frescos	listed	in	order	of	occurrence	of	the	event	depicted	are:	1. St	Francis	Renouncing	his	worldly	goods	(Fig.	5.34)	2. The	Confirmation	of	the	Rule	of	St	Francis	by	Pope	Honorius	III	(Fig.	5.41)	3. St	Francis	before	the	Sultan	(Fig.	5.45)	4. The	Stigmatisation	of	St	Francis	(Fig.	5.47)	5. The	Funeral	of	St	Francis	(Fig.	5.48)	6. 	Posthumous	resurrection	of	the	Notary’s	son	(Fig.	5.52)		The	frescos	on	the	left	depict	various	cities	in	larger	landscapes	(as	does	the	altarpiece);	the	two	central	frescos	depict	urban	spaces	of	Florence	(Piazza	della	Signoria	and	Piazza	Santa	Trinita);	and	the	frescoes	on	the	right	depict	internal	scenes	thus	giving	an	overall	movement	from	left	to	right	of	landscape	to	interior.	In	addition	to	this,	the	top	three	depict	scenes	from	the	life	of	St	Francis	whereas	the	lower	three	depict	scenes	relating	to	his	death	(stigmatisation	and	funeral)	and	posthumous	acts	(resurrection	of	the	boy)	before	the	chapel	shifts	to	the	birth	of	Jesus	in	the	altarpiece	flanked	by	images	of	the	donor	and	his	wife	and	their	respective	sarcophagi	at	ground	level.			
• Representations	of	Cities	in	the	Frescoes	Within	the	frescos	almost	all	of	the	events	depicted	appear	to	be	located	in	different	places	than	they	actually	occurred.	This	is	most	obvious	in	the	two	events																																																									87	Cadogan,	234ff.	88	See	chapter	2	89	Borsook	and	Offerhaus,	Francesco	Sassetti	and	Ghirlandaio	at	Santa	Trinità,	Florence,	32–33.	
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illustrated	in	Florence	(The	Confirmation	of	the	Rule	and	the	Resurrection	of	the	Boy,	both	actually	occurred	in	Rome)	but	also	continues	in	the	other	landscape	images	and	has	led	to	much	speculation	as	to	the	why	these	substitutions	were	made:	 The	persistent	change	of	venue	from	Rome	to	Florence	has	been	interpreted	by	Borsook	and	Offerhaus	as	a	conscious	reference	to	Florence	as	the	New	Rome,	seat	of	republican	values.	This	idea	had	informed	the	imagery	of	the	Sala	dei	Gigli	in	the	Palazzo	Vecchio	and	was	invoked	here	as	part	of	the	theme	of	rebirth.90		While	many	of	the	interpretations	of	the	overall	themes	offered	by	Borsook	and	Offerhaus	(1981)	and	Cadogan	(2000)	may	have	some	credence,	their	suggestions	as	to	which	cities	were	represented	have	some	limitations.	There	are	some	obvious	candidates	beyond	the	two	clear	representations	of	the	public	spaces	of	Florence,	but	also	some	that	are	less	clear.	The	city	in	the	fresco	with	Augustus	is	clearly	Rome,	indicated	by	depictions	of	the	Pantheon	and	Trajan’s	Column	(Fig.	5.27).	However,	the	supposed	second	depiction	of	Rome	in	the	altarpiece	is	less	convincing	(Fig.	5.57).	Borsook	and	Offerhaus	argue	that	the	image	includes	both	the	Torre	de	Milizie	(Fig.	5.62)	and	Hadrian’s	Mausoleum	as	portrayed	in	Pietro	del	Massaio’s	(1420-ca.73/80)	view	of	Rome	ca.1450	(Figs.	5.55,	5.59	&	5.60),91	but	do	not	explain	why,	if	Ghirlandaio	was	using	this	image,	all	of	the	town	gates	have	round	towers	and,	in	addition	to	this,	what	is	the	reason	behind	showing	a	major	building	with	turrets	on	each	corner	which	does	not	appear	in	Massaio’s	image	at	all,92	and	has	real	similarities	with	the	recently	completed	Lyon	Cathedral	(1480)	(Fig.	5.61).	It	is	of	course	important	not	to	be	too	literal	with	late	medieval	representation	but	there	must	be	consistency.	The	representation	of	the	Dome	of	the	Rock	in	the	other	city	in	the	distance	is	more	convincing	but	even	here,	whether	there	are	one	or	two	cities	represented	is	unclear	(Fig.	5.58).			Elsewhere,	in	the	image	depicting	St	Francis	Renouncing	his	worldly	goods	(Figs.	5.34	&	5.35),	Borsook	and	Offerhaus	suggest	that	the	city	represented	is	Geneva	and	cite	another	portrait	of	Sassetti	by	Ghirlandaio	as	support	for	this	assumption																																																									90	Cadogan,	Domenico	Ghirlandaio,	235.	91	Torre	de	Milizie	in	centre	of	the	right	border	of	Fig.	5.57,	compared	to	tower	one	third	along	from	the	left	at	the	bottom	of	Fig	5.59;	Hadrian’s	Mausoleum	near	the	centre	of	Fig.	5.59	(C.	sci	Angeli).	92	Borsook	and	Offerhaus,	Francesco	Sassetti	and	Ghirlandaio	at	Santa	Trinità,	Florence,	34.	
	 193	
(Figs.	5.38	&	5.39).	Rosenberg	(1993)	discussing	the	same	portrait	also	suggests	the	city	is	Geneva	arguing	that	the	church	behind	Sassetti’s	right	shoulder	in	the	portrait	is	the	oratory	of	Our	Lady	built	by	Sassetti	whilst	running	the	Medici	bank	there	from	1447	onwards.93	Again	there	are	problems	with	this	specific	identification	(Fig.	5.40).	No	similar	image	exists	of	Geneva	at	the	time	and	one	of	the	most	significant	elements	of	the	image	in	the	chapel	is	the	large	hill	on	the	left	which	seems	to	form	a	part	of	the	city	(Figs.	5.36	&	5.37);	a	landscape	closer	to	the	topography	of	Lyon	rather	than	Geneva.	Borsook	and	Offerhaus	make	a	case	that	the	portrait	was	painted	around	the	same	time	as	the	chapel	but	for	some	reason	included	a	younger	image	of	Sassetti	alongside	one	of	his	sons.94	The	ambiguity	of	this	portrait	(it	is	unclear	which	son	is	depicted)	and	a	possible	link	with	the	fresco	depicting	the	resurrection	of	the	boy	offers	the	possibility	that	the	second	Teodoro	was	seen	by	his	father	in	equally	miraculous	terms.	As	it	is	likely	that	his	elder	son	may	have	died	in	Lyon	at	roughly	the	same	time	as	his	younger	son	was	born,	probably	also	in	Lyon,	the	depiction	of	Lyon	rather	than	Geneva	would	offer	a	clearer	argument	in	support	of	Borsook	and	Offerhaus’	claim	for	links	between	the	portrait	and	the	chapel	image	of	the	resurrected	boy.	It	also	presents	a	possibility	that	the	image	of	St	Francis	Renouncing	his	worldly	goods	has	a	setting	commensurate	with	Sassetti’s	own	impoverishment,	albeit	related	to	circumstance	rather	than	choice.		The	Stigmatisation	of	St	Francis	contains	relatively	clear	representations	of	the	Chapel	of	La	Verna,	where	St	Francis	actually	did	receive	the	stigmata	(Fig.	5.47),	and	of	Pisa	with	its	campanile,	baptistery	and	Duomo	(Fig	5.46).	This	could	be	seen	as	a	narrative	of	the	Arno	which,	soon	after	its	origins	north	of	Stia	in	the	Apennines,	flows	south	about	ten	kilometres	west	of	la	Verna,	and	eventually	joints	the	Mediterranean	at	Pisa.	It	is	unclear	whether	the	other	two	towns	visible	in	the	fresco	represent	generic	towns	on	this	river	route	or	relate	to	some	aspect	in	the	life	of	St	Francis	or	Sassetti.	At	the	time	of	painting	the	fresco	Pisa	would	have	been	controlled	by	Florence—it	was	not	until	1494	that	it	gained	independence																																																									93	Charles	M.	Rosenberg,	‘Virtue,	Piety	and	Affection:	Some	Portraits	by	Domenico	Ghirlandaio’,	in	Il	
Ritratto	e	La	Memoria:	Materiali	2,	ed.	A	Gentili,	P	Morel,	and	C	Cieri	(Rome:	Bulzoni,	1993),	190.	94	Sassetti’s	elder	son	Teodoro	probably	died	in	Lyon	in	1478/9	shortly	before	the	birth	of	another	son,	born	in	May	1479,	who	he	also	named	Teodoro.	Cadogan,	Domenico	Ghirlandaio,	234.	
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following	the	invasion	of	Charles	VIII	of	France—so	it	is	possible	that	the	fresco	could	be	a	representation	of	Tuscany,	the	rich	hinterland	of	Florence	and	source	of	much	of	its	trading	wealth.					
	
• Representation	of	Time	and	Movement	in	the	Frescoes	As	mentioned	above,	it	appears	that	Francesco	Sassetti	and	many	of	his	family	are	depicted	in	the	frescoes.	This	practice	was	not	uncommon	and	the	appearance	of	Lorenzo	the	Magnificent	and	his	sons	alongside	Sassetti’s	own	family	would	have	been	a	significant	gesture	so	soon	after	the	attempt	on	Lorenzo	Medici’s	life	(Fig.	5.32).	However,	it	appears	that	the	frescoes	are	designed	to	look	forward	as	much	as	back	and	as	a	result	offer	interesting	themes	relating	to	the	image	of	Florence	as	well	as	the	significant	figures	and	families	depicted.	Ghirlandaio	himself	appears	in	the	fresco	of	the	Resurrection	of	the	Notary’s	Son	alongside	his	brother	Davide	(Figs.	5.52	&	5.53),95	and	there	is	at	least	one	other	artist	depicted	as	the	old	shepherd	carrying	the	lamb	in	the	altarpiece	(Figs.	5.556	&	5.63).96	But	it	is	the	appearance	of	the	humanists	Poliziano,	Luigi	Pulci	(1432-84)	and	Matteo	Franco	(1447-94)	that	is	perhaps	the	most	telling	(Figs.	5.41	&	5.42).	Not	only	do	these	portraits	confirm	Sassetti’s	own	humanist	credentials	(Bartolomeo	Fonzio,	his	librarian,	went	on	to	become	a	governing	officer	of	both	the	Studios	of	Pisa	and	Florence)97	but	also	allude	to	the	wider	understanding	of	Florence	at	the	time,	its	civic	status	and	its	relationship	to	Rome.	
	What	is	clear	is	that	within	the	fresco	cycle	there	are	different	levels	of	representation	of	the	city	which	relate	to	Plato’s	means	of	communicating	a	natural	thing	and	the	exegetical	tradition	(literal,	allegorical/ethical,	
																																																								95	Cadogan,	236.	96	The	manuscript	illuminator	Gherardo	di	Monte	di	Giovanni	di	Miniato.	Borsook	and	Offerhaus,	
Francesco	Sassetti	and	Ghirlandaio	at	Santa	Trinità,	Florence,	42.	97	de	La	Mare,	‘The	Library	of	Francesco	Sassetti’,	165.	‘The	Aristotle	[Ethics,	Politics	and	Physics],	and	Sassetti’s	copy	of	Bruni’s	History	of	Florence	…	two	volumes	of	Cicero’s	letters	…	must	have	been	ones	by	which	Sassetti	set	special	store’.	de	La	Mare,	168.	Sassetti’s	library	had	copies	of	‘the	
Aeneid,	Ovid’s	Metamorphoses,	Pliny’s	Natural	History,	Martial	and	Macrobius.	Borsook	and	Offerhaus,	Francesco	Sassetti	and	Ghirlandaio	at	Santa	Trinità,	Florence,	11.	
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tropological/symbolic,	anagogical/mystical).98	Critically,	nearly	all	of	the	scenes	represent	moments	of	time	in	transition	not,	as	is	often	the	case	in	Renaissance	art	a	moment	of	pause	or	a	gestural	movement,99	but	in	motion	as	in	a	festival.	If	this	is	seen	as	the	priority	of	the	piece	then	perspective	is	only	a	tool	used	to	facilitate	this	aim;	and	the	receding	landscape	has	become	an	opportunity	to	represent	different	moments	in	the	procession	of	time.		For	example,	the	altar	piece	depicts	the	moment	that	the	shepherds	are	to	be	replaced	by	the	Magi	in	the	adoration,	the	whole	event	presented	as	a	sort	of	procession	with	the	Holy	family	at	the	head	(as	in	the	Feast	of	Corpus	Christi).	The	
Death	of	St	Francis	(Figs.	5.48-5.51),	although	apparently	situated	in	a	chapel	depicts	the	acolytes	bearing	the	necessary	elements	for	a	funeral	procession.	The	
Renunciation	of	the	Worldly	Goods	appears	with	a	group	of	civic	representatives	who	together	have	gathered	to	witness	the	scene—the	last	couple	in	the	centre	just	arriving	in	time.	In	both	these	scenes	the	city	is	represented	in	its	form	(urbs)	and	as	a	body	of	people	(civitas).	In	the	Resurrection	of	the	Boy,	the	gathered	community,	apparently	listening	to	a	funeral	oration	in	the	street	outside	S.	Trìnita,	create	a	foreground	vision	of	solemnity	measured	against	the	background	which	depicts	both	the	moment	of	death	of	the	boy	counterpointed	by	a	procession	emerging	from	the	church,	all	framed	in	a	classical	portico	broken	by	the	gaze	of	the	painter	standing	at	the	extreme	right	(Fig.	5.52).	But	it	is	in	the	Confirmation	of	
the	Rule	of	St	Francis	that	this	aspect	of	the	cycle	has	its	most	clear	realisation.	The	composition	has	at	least	four	layers	with	the	act	of	the	confirmation	itself	depicted	in	the	second	layer	where	St	Francis	pays	homage	to	Pope	Honorius	III	apparently	in	front	of	large	set	of	vaults	(perhaps	depicting	the	Basilica	od	Maxentius	Fig.	5.50).	In	front	of	this	occurs	a	domestic	scene	of	Poliziano	leading	two	other	scholars	(Luigi	Pulci	and	Matteo	Franco)	with	the	three	Medici	children	up	to	greet	their	father	and	Sassetti	(as	if	in	the	salone)—mirroring	St	Francis	and	the	Pope	behind.	Such	a	composition	suggests	the	association	of	newly	discovered	classical																																																									98	See	also	St	Augustine’s	De	Genesi	at	Litteram	he	suggests:	‘In	all	the	sacred	books,	we	should	consider	eternal	truths	that	are	taught,	the	facts	that	are	narrated,	the	future	events	that	are	predicted,	and	the	precepts	or	councils	that	are	given’.	99	Bernard	Berenson,	The	Florentine	Painters	of	the	Renaissance	(New	York;	London:	G.	P.	Putnam’s	Sons,	1896),	50ff.	
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knowledge	(in	the	form	of	Poliziano)	paying	homage	to	but	changing	the	existing	order	of	the	city	(represented	by	Lorenzo	the	Magnificent	and	the	Sassetti)	with	St	Francis	and	Honorius	III	who	contributed	to	changes	within	the	church.	Behind	these	layers	the	Piazza	della	Signoria	is	shown	(the	Palazzo	Vecchio	on	the	left),	with	the	central	arch	of	the	Loggia	dei	Lanzi	as	the	final	threshold.	Although	the	pope’s	eyeline	is	the	highest	in	the	front	scenes,	it	coincides	with	that	of	the	floor	of	the	Loggia	in	Florence,	below	that	of	the	balustrade	of	the	Ringhiera	and	the	entry	to	the	palazzo.	Whether	this	is	significant	is	difficult	to	prove	with	any	certainty,	however,	what	can	be	seen	in	this	image	is	something	similar	to	the	setting	experienced	in	the	contemporary	feast	of	San	Giovanni	where	the	waiting	civic	dignitaries	of	the	city	gather	in	the	Michelozzo	court	before	processing	into	the	city	beyond.	The	thresholds	depicted	in	the	painting	are	spatial,	political	and	temporal,	framing	the	city	in	relation	to	orders	that	are	revealed	explicitly	within	any	civic	festival	activity.	Thus	the	architecture	is	placed	within	an	iconography	of	order	that	is	underpinned	by	movement	most	often	witnessed	in	civic	festivals	and	here	represented	by	the	opportunities	offered	by	the	use	of	perspective.	This	transformation	of	space—using	architecture—by	Ghirlandaio	is	supported	by	the	clear	development	of	the	composition	from	an	original	sketch	now	held	in	Berlin	(Fig.	5.43).	It	appears	that	the	original	composition	was	more	clearly	in	a	room	(Fig.	5.50)	which	also	plays	a	role	in	the	Funeral	scene	(Figs.	5.48	&	5.51)	that	was	then	transformed	to	become	also	recognisable	as	the	city	Florence—parva	Roma.		In	short,	perspective	is	not	utilised	as	a	replacement	for	the	depth	of	representation	in	festival	that	had	evolved	since	the	foundation	of	the	commune,	but	as	another	tool	in	its	realisation.	Such	use	of	perspective	and	procession	can	also	be	seen	in	relation	to	the	Gozzoli	painting	of	the	Journey	of	the	Magi	(1458-61)	(Fig.	4.16)	linked	explicitly	to	the	history	of	the	procession	of	the	feast	itself	which	was	altered	by	the	Medici	to	pass	by	their	palazzo	on	the	way	to	the	Dominican	house	at	San	Marco	(Map	4.14);	and	also	in	Vasari’s	painting	of	the	Foundation	of	
Florence	(1563-65)	(Fig.	2.3)	in	the	Palazzo	Vecchio	which	draws	on	the	Roman	past	to	articulate	the	new	Ducal	Rule—where	the	city	is	shown	in	the	act	of	being	
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founded.100	Although	the	exact	orientation	of	the	city	in	the	painting	(particularly	in	respect	of	the	northern	gates)	is	open	to	question,	each	of	these	buildings	is	recognisable	in	broadly	the	correct	arrangement	with	the	Arno	in	the	middle	of	the	panel	and	Fiesole	placed	in	the	hills	beyond.			All	of	these	representations	contrast	with	the	first	known	image	of	the	city	visible	in	the	bottom	section	of	the	Madonna	della	Misericordia	(Fig.	3.4)—from	the	school	of	Bernardo	Daddi,	painted	sometime	in	the	middle	of	the	fourteenth	century	and	currently	located	in	the	Bigallo	(the	current	location	for	the	blessing	of	the	candles	during	the	Festival	of	San	Giovanni)—where	Florence	is	represented	as	a	collection	of	significant	buildings	whose	location	with	respect	to	each	other	appears	to	be	less	important,	all	surrounded	by	a	wall	and	a	river.	It	would	seem	that	the	Vasari	painting	is	primarily	interested	in	the	Roman	legacy—particularly	the	original	pomoerium—whereas	this	painting	is	more	interested	in	the	identity	of	the	medieval	city	through	a	depiction	of	the	second	set	of	Commune	walls.		In	Vasari’s	relatively	accurate	rendering	of	the	city’s	orientation	and	layout	the	left	foreground	is	dominated	by	the	founding	triumviri,	identified	by	their	respective	helmets101	gifting	a	Roman	vexillum	in	the	form	of	a	medieval	banner	to	the	people	of	Florence.	In	the	distance	Fiesole	can	be	seen,	pictured	beneath	a	ram—the	astrological	sign	under	which	Florence	was	founded	as	well	as	a	symbol	of	Christ	and	the	Arte	della	Lana	(the	wool	guild)—one	of	the	seven	major	guilds	of	the	city.	While	Fiesole	appears	developed	but	deserted,	Florence	is	full	of	activity	related	to	the	origin,	laying	out,	and	constructing	of	the	new	city,	with	the	founder	in	the	middle	of	the	painting,	ploughing	the	first	furrow	moving	anticlockwise	around	the	boundary.	Thus,	the	painting	not	only	identifies	the	surviving	remnants	of	the	Roman	city	but	alludes	to	knowledge	of	the	likely	form	of	its	ritual	foundation—a	moment	bridging	the	Republican	and	Imperial	traditions	and	suggesting	the	origin	of	Florence	was	equivalent	to	the	rites	undertaken	in	the	foundation	of	Rome.	In																																																									100	The	city	is	represented	by	the	key	buildings	which,	in	the	sixteenth	century,	were	thought	to	be	significant	examples	of	the	surviving	fabric	from	the	Roman	city:	The	twin	round	turreted	northern	gates,	the	aqueduct	and	the	reservoir	it	fed,	the	amphitheatre,	and	finally	the	temple	of	Mars	(thought	to	have	stood	on	the	site	of	the	baptistery.	See	Rubinstein,	‘Vasari’s	Painting	of	The	Foundation	of	Florence	in	the	Palazzo	Vecchio’.	101	Augustus	(Capricorn),	Antony	(Hercules)	and	Lepidus	(equestrian)	
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these	two	paintings	we	see	a	shift	in	representational	priority	from	present	to	past	themes	but	also	between	two	different	ideas	of	city	order.	The	earlier	Madonna	
della	Misericordia	offers	a	view	of	the	city	where,	in	line	with	contemporary	iconography	of	geometry	and	orientation	order	is	not	established	by	mimicking	real	spatial	relationships	but	by,	amongst	other	things,	‘gathering’	the	principal	monuments	active	within	civic	life	into	the	centre	of	the	image	(the	decorated	tower	to	the	left	of	the	Baptistery	is	the	demolished	campanile	of	San	Piero	Maggiore,	the	first	church	visited	by	any	new	bishop	of	the	city	following	their	inauguration).	Vasari’s	later	image	replaces	these	other	possible	hierarchies	by	explicitly	linking	the	city	with	its	classical—not	medieval—origins	and	subordinating	all	other	possible	hierarchies	to	a	more	accurate	spatial	representation	in	line	with	humanistic	perspectivity.	Nevertheless	this	perspectival	image	with	the	processional	and	ritual	themes	is	linked	to	the	foundation	(of	Florence	and	Rome);	the	image	of	the	founder	in	Vasari’s	painting	indicates	that	the	idea	of	ritual	foundation	in	Florence	was	significant	and	likely	to	have	influenced	part	of	the	annual	rituals	of	renewal—an	hypothesis	supported	by	the	anticlockwise	journey	of	the	medieval	procession	on	the	feast	of	San	Giovanni	(Map	5.1a),	where	the	path	followed	the	line	of	the	old	Roman	pomoerium	inside	the	walls	that	bounded	the	contemporary	limits	of	the	city.	The	locus	is	the	same	in	both	paintings,	and	although	they	manifest	different	pictorial	sensibilities,	they	both	establish	aspects	of	the	landscape	for	festival	praxis	that	is	still	accessible	today,	albeit	transformed	for	contemporary	practice.			Although	such	interpretations	of	the	art,	architecture	and	literature	as	set	out	above	can	be	argued	for	in	the	context	of	modern	hermeneutics	there	is	still	some	question	as	to	whether	such	knowledge	can	be	shown	to	be	prevalent	at	the	time.	This	thesis	argues	that	much	of	the	current	work	on	the	spatiality	of	Florence	during	the	Middle	Ages	and	early	Renaissance	offers	a	limited	understanding	of	the	perspectivity	utilised	in	the	late	medieval	period—more	linked	to	instrumental	ideas	of	order	than	as	a	creative	tool.	The	next	section	of	this	chapter	seeks	to	clarify	this.			
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5.4.	 Architects,	Architecture	and	the	City:	Some	themes	on	the	continuity	of		
classical	ideas	relating	to	the	Latin	Middle	Ages			
• Divided	Representation	In	his	2004	book	Architecture	in	the	age	of	Divided	Representation:	The	Question	of	
Creativity	in	the	Age	of	Production	Dalibor	Vesely	argued	that	the	study	of	optics—and	the	associated	philosophies	of	light	that	emerged	during	the	‘twelfth-century	renaissance’	in	theology	and	philosophy102—generated	the	primary	conditions	for	the	European	‘Renaissance’	in	classical	culture.103	However,	the	emergence	of	these	new	ideas,	he	argued,	also	laid	the	foundations	for	the	more	explicit	form	of	‘divided	representation’	that	makes	understanding	this	transition	now,	within	our	own	culture,	extremely	challenging.	His	argument	was	not	that	the	classical	and	modern	worlds	were	completely	distinct	but	that	over	time	the	focus	shifted	in	such	a	way	that	understanding	the	transition	brought	about	by	this	early	study	of	optics	was	now	hampered	by	a	post	Enlightenment	focus	on	form,	rationality,	and	the	scientific	method.104		As	such,	any	suggestion	that	the	re-emergence	of	classical	architecture—and	the	classical	ideal	of	the	city—was	primarily	a	revival	of	certain	‘forms’	is	misguided	and	built	on	a	misunderstanding	of	the	ontological	foundation	of	the	western	European	tradition.			It	is	important	to	state	that	Vesely’s	critique	does	not	undermine	all	contemporary	investigations	conducted	within	this	‘modern’	system.	Many	contemporary	accounts	of	the	past	from	different	disciplines	(using	different	methodologies)	have	successfully	traced	themes	defined	within	particular	parameters	and,	as	a	result,	presented	useful	insights.	Nevertheless,	such	histories	in	relation	to	the	history	of	representation	are	problematic.	In	relation	to	architecture	the	difference	lies	in	the	fact	that	because	it	is	a	participatory	art,	architecture	is	a	part	of	a	broader	continuity,	both	in	relation	to	the	culture	of	the	time	in	which	it	was																																																									102	For	the	best	summary	of	this	period	of	medieval	‘enlightenment’	see	M.-D.	Chenu,	Nature,	Man,	
and	Society	in	the	Twelfth	Century:	Essays	on	New	Theological	Perspectives	in	the	Latin	West,	ed.	Lester	K.	Little,	trans.	Jerome	Taylor	(University	of	Toronto	Press,	1997).	103	Vesely,	Architecture	in	the	Age	of	Divided	Representation,	110.	104	The	shift	characterised	by	Vesely	as	one	from	a	more	unified	classical	culture	towards	a	divided	modern	condition,	occurred	over	several	centuries	with	many	aspects	of	‘undivided’	classical	culture,	he	argues,	still	accessible	to	society	as	a	whole	as	late	as	the	Baroque	period.	
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created,	and	in	relation	to	the	duration	of	its	own	existence.	Within	the	period	in	question,	for	example,	architecture	must	be	understood	in	relation	to	the	‘communicative’	or	‘poetic’	aspects	of	representation	that	were	an	essential	part	of	the	culture	of	antiquity	and	the	Middle	Ages.	Without	this,	the	architecture	can	only	be	understood	as	form;	its	meaning	derived	from	a	set	of	signs.	In	reality,	festivals,	rituals,	agonistic	rites	and	everyday	experiences—as	well	as	the	material	of	the	architecture	itself—all	contribute	to	the	communicative	aspect	of	the	art,	whether	they	are	recognised	by	the	analysis	or	not:	The	distance	separating	the	instrumental	and	the	communicative	understanding	of	architecture	represents	a	wide	gap	in	our	contemporary	culture	…	What	we	normally	refer	to	as	reality,	believing	it	is	something	fixed	and	absolute,	is	always	the	result	of	our	ability	to	experience,	visualize,	and	articulate—in	other	words,	to	represent	so	as	to	participate	in	the	world.105		Using	Vesely’s	idea	that	representation—particularly	in	relation	to	architecture—is	best	understood	as	a	participatory	act,	this	section	aims	to	re-contextualise	the	continuity	of	‘communicative’	or	‘poetic’	thought	in	relation	to	architectural	discourse	from	antiquity	to	the	renaissance	of	classical	culture	in	the	quattrocento	by	tracing	themes	that	were	also	evident	in	the	medieval	world.	It	will	suggest	that	although	the	relationship	of	Vitruvius	to	Leon	Battista	Alberti,	who,	with	“…	Nicholas	of	Cusa	and	the	formation	of	Renaissance	perspective,	[presents]	the	first	plausible	anticipation	of	modernity”,106	this	transition	was	underpinned	by	themes	already	articulated	in	the	medieval	world.			
• The	legacy	of	Vitruvius’s	De	Architectura		The	spread	of	the	classical	tradition	of	architecture	in	the	West	was	promulgated	by	the	re-presentation	of	Vitruvius’s	De	Architectura107	in	key	treatises	of	the	early	fifteenth	century.108	Additionally,	these	texts—notably	by	Alberti	(1404-72),	Serlio	(1475-1554)	and	Palladio	(1508-80)—were	also	influential	in	developing	the	role	of	the	architect	and	the	discipline	of	architecture	into	forms	that	are	still	familiar	to	
																																																								105	Vesely,	Architecture	in	the	Age	of	Divided	Representation,	4.	106	Vesely,	6.	107	Written	between	30-15	BC	108	The	propagation	of	this	work	appears	to	derive	from	an	original	manuscript	held	and	copied	in	Charlemagne’s	scriptorium	circa	the	eighth	century.	
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us	now.	However,	although	these	treatises	updated	many	of	the	themes	and	ideas	presented	in	De	Architectura,	in	order	to	make	them	relevant	for	their	contemporary	audiences,	in	the	process	they	also	perpetuated	some	prejudices	that	contributed	to	the	division	of	culture	discussed	above.	For	example,	it	would	appear	that	Vitruvius’s	description	of	the	understanding	required	of	the	architect	should	be	in	the	form	of	comprehensive	‘knowledge’:	The	architect	should	be	equipped	with	knowledge	(scientia)	of	many	branches	of	study	(disciplinis)	and	varied	kinds	of	learning,	for	it	is	by	his	judgement	that	all	work	done	by	the	other	arts	is	put	to	the	test.	His	endeavour	is	the	child	of	practice	(fabrica)	and	theory	(ratiocination).109		But	his	account	of	the	city,	and	the	actions	of	the	‘architect’	in	relation	to	the	city,	are	presented	in	a	very	technical	(one	could	argue	instrumental)	manner.	At	no	point	does	he	address	the	symbolic	aspects	of	architecture	and	the	city	that	were	clearly	significant	at	the	time.110	Even	Vitruvius’s	description	of	the	skills	the	architect	should	possess	in	order	to	practice	are	presented	in	rather	a	mundane	fashion,	concentrating	on	a	list	of	activities	rather	than	the	way	they	should	be	utilised	(ethically	for	example):	He	should	be	a	man	of	letters,	skilful	with	a	pencil,	instructed	in	geometry,	know	much	history,	have	listened	diligently	to	the	philosophers,	be	acquainted	with	music,	not	ignorant	of	medicine,	learned	in	the	responses	of	the	jurists,	and	be	acquainted	with	the	rational	order	of	astronomy	and	the	heavens.111		Equally,	when	he	describes	‘of	what	things	architecture	consists’,	he	does	so	without	relating	these	‘things’	to	any	symbolic	ideas,112	or	to	the	people	who	will	inhabit	the	architecture.	Even	though	he	did	not	state	categorically	that	symbolic	ordering	of	the	city	was	irrelevant	or	of	lesser	status	than	knowledge	leading	to	its	technical	realisation,	nevertheless,	his	selective	coverage	of	the	topic	resulted	in	the	possibility	that	architecture	and	the	city	could	be	seen	as	divided	between	technical	and	symbolic	acts.	But	was	this	his	intention?	Did	he	actively	seek	this	
																																																								109	Vitruvius	Pollo,	The	Loeb	Classical	Library.	No.	251,:	On	Architecture.	Vitruvius,	trans.	Frank	Granger	(Harvard	University	Press,	1931),	6.	110	For	a	discussion	of	symbolic	understanding	of	the	form	of	the	Roman	city	and	its	foundation	see	Rykwert,	The	Idea	of	a	Town.		111	He	talks	of	the	‘tools’	but	not	whether	there	is	a	right	or	wrong	way	to	apply	them.	Vitruvius	Pollo,	The	Loeb	Classical	Library.	No.	251,	8.	112	Vitruvius	Pollo,	Bk.	I,	CH.	II,	25.	
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division?	To	address	these	questions	his	use	of	terminology	needs	to	be	investigated	further.			Aside	from	the	obvious	significance	in	the	broad	scope	of	skills	required	by	the	architect	(with	the	implication	that	the	final	building	will,	in	some	way,	reflect	these	skills),	Vitruvius	used	various	terms	to	describe	different	forms	of	knowledge.113	For	example,	in	Book	I	Chapter	I,	he	uses	scientia114	to	describe	knowledge	in	relation	to	the	practical	arts—or	at	least	a	selection	of	arts	that	includes	a	practical	art—where	dexterity	and	skill	also	form	a	part	of	the	knowledge,	such	as	in	drawing	or	music.115	Scientia	may	not	be	the	exact	skill	itself—i.e.	the	architect	may	not	be	a	mason	or	carpenter,	sculptor	or	musician	or	even	a	doctor	or	astronomer—but	he	must	have	knowledge	of	all	of	these	‘practical’	fields	in	order	to	build	buildings,	towns	and	cities	suitable	for	late	Republican	or	early	Imperial	Roman	society.			Similarly,	Vitruvius’s	use	of	the	term	rationes	for	‘practical	knowledge’	means	that	although	he	is	apparently	advocating	something	similar	to	Aristotle’s	phronesis,116	again,	for	Vitruvius,	actual	engagement	in	an	activity	does	not	appear	to	be	necessary.	The	result	of	such	a	differentiation—even	though	that	may	not	have	been	his	intention—is	that	‘types’	of	knowledge	form	into	a	hierarchy,	with	(in	this	case)	‘praxis’	below	‘knowledge	of	praxis’.			It	is	clear	that	Vitruvius	is	making	a	distinction	between	forms	of	knowledge	because	elsewhere	in	the	text	he	goes	as	far	as	to	say	that	practitioners	who	rely	on	theories	and	scholarship	alone	(ratiocinationibus	et	litteris)	without	having	
																																																								113	noscere,	cognitus,	rationes,	scientia.	114	Latin	scientia	meaning	‘knowledge’	equivalent	to	the	Greek	term	episteme.		115	This	particular	use	is	not	universal,	Cicero	does	not	appear	to	differentiate	its	use	in	this	way	in	
De	Officiis.	116	For	Aristotle	phronesis	is	“…	the	exact	opposite	of	intuitive	intelligence.	Intelligence	apprehends	the	truth	of	definitions	which	cannot	be	proved	by	argument,	while	prudence	(phronesis)	involves	knowledge	of	the	ultimate	particular	thing,	which	cannot	be	attained	by	science	but	only	by	‘perception’.	Aristotle,	The	Complete	Works	of	Aristotle:	The	Revised	Oxford	Translation,	ed.	Jonathan	Barnes,	First	Edition	(Princeton,	N.J:	Princeton	University	Press,	1984),	Nichomachian	Ethics,	Book	VI.	Ch.	8.182.	
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‘practical	knowledge’	were	only	“follow[ing]	the	shadow	and	not	reality”.117	Therefore,	In	order	to	begin	to	explore	these	differences—i.e.	the	interconnectedness	but	distinction	between	these	forms	of	knowledge—Vitruvius’	use	of	the	term	geometria	in	his	Chapter	One	will	be	examined.118			For	Vitruvius	geometria	(always	translated	as	‘geometry’)	is	a	form	of	science	(doctrinus)	associated	with	the	Greek	logos	opticos	comprising	two	distinct	components:	firstly	the	skill	to	reveal	internal	relationships	of	lines,	curves,	and	angles	(more	akin	the	contemporary	Euclidian	use	of	the	term	geometry);	and	secondly	as	a	reference	to	the	‘harmony’	of	the	stars	and	musical	‘concords’	such	as	fourths	and	fifths	thus	reflecting	the	‘laws/discourse’	of	music	and	vision	in	the	perception	of	nature	that	comes	from	the	Pythagorean	tradition.119	Even	though	this	double	meaning	is	not	often	explicitly	stated,	for	Vitruvius	it	is	always	present.120	Elsewhere	in	his	treatise,	although	similar	dialectical	structures	of	meaning	are	implied	in	other	activities—such	as	in	his	discourse	on	the	‘actual	undertaking	…	by	hand’—	he	clearly	indicates	that	for	him	the	practical	skills,	of	which	the	architect	must	also	have	‘a	fairly	good	knowledge’,	are	more	significant.	Certainly,	if	Vitruvius’s	priorities	in	ascertaining	architectural	values	were	measured	by	the	number	of	words	used,	then	one	would	be	left	in	no	doubt	that	it	was	the	practicalities	of	construction	he	was	interested	in.	The	question	is,	how	does	this	knowledge	associated	to	the	construction	of	something	link	to	the	ideas	that	guarantee	its	meaning?		Apart	from	the	early	parts	of	Book	I	he	has	very	little	to	say	on	the	possible	symbolic	relationships	inherent	to	the	classical	tradition	which	he	is	describing.	Even	in	Book	III	where	he	talks	of	the	proportions	of	the	human	body	(proportio	in	
																																																								117	Vitruvius	Pollo,	The	Loeb	Classical	Library.	No.	251,	7.	118	Vitruvius	Pollo,	20.	119	Plato	refers	to	this	idea	of	‘movements	of	harmony’	in	relation	to	the	Pythagorean	tradition	in	
Republic	530d.	It	is	this	dual	aspect	of	geometry	in	relation	to	optics	in	the	thirteenth	century	that	Vesely	suggests	makes	explicit	the	division	of	representation	and	thus	allows	for	the	limited	horizons	of	modernity.	It	is	also	worth	comparing	these	definitions	with	the	discussion	earlier	in	the	chapter	on	Plato’s	means	of	communicating	a	natural	thing.	120	In	the	remainder	of	this	chapter	I	will	use	the	word	geometria	in	italics	in	opposition	to	‘geometry’	to	denote	uses	of	this	deeper	understanding	of	the	term.	
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Latin,	analogia	in	Greek)121	moving	towards	an	application	in	the	proportion	of	Temples	using	the	‘perfect	number’	(perfectum	numerum	in	Latin,	teleon	in	Greek)122	he	does	so	in	rather	mundane	terms.	It	appears	that	he,	like	many	architects	and	architectural	historians	since,	have	assumed	that	if	a	connection	exists	between	geometry	and	cosmology,	or	mathematics,	or	proportion,	or	nature,	implications	of	such	connections	can	be	applied	to	something	post	facto	once	the	geometrical,	environmental	and	constructional	practicalities	have	been	implemented.	So	even	though	he	implies	a	permanent	and	significant	connection	between	geometry	and	geometria	he	also	indicates	that	a	practical	application	of	geometry	is	enough	and	the	rest	will	follow,	thus	disconnecting	any	‘embodied’	ontological	understanding	of	meaning	from	the	thing	itself.			However,	it	would	be	a	mistake	to	assume	that	because	Vitruvius	does	not	stress	this	aspect	of	meaning	in	architecture	he	does	not	value	it	at	all;	or	that	the	protagonists	of	early	humanist	tradition	of	Quattrocento	Italy	who	borrowed	his	ideas	were	also	ignorant	of	this	link.	The	ability	to	separate	the	‘communicative’	and	the	‘instrumental’	was	certainly	a	possibility	in	these	texts,	but	for	all	these	men,	they	were	still	clearly	linked.	For	Vitruvius,	his	variation	of	terms	for	‘knowledge’	suggest	he	could	be	very	precise	in	referring	to	the	deeper	structures	of	scientia	et	geometria	and	as	such	indicates	he	did	have	a	concern	for	‘meaning’	even	if	he	valued	it	less	than	building	practicalities.		On	balance,	even	though	it	can	be	said	Vitruvius’s	text	has	ambiguities	that	have	sanctioned	its	use	to	support	limited	evaluations	of	architectural	form	in	the	periods	that	followed,	it	also	appears	that	the	text	can	sustain	a	more	embodied	interpretation	with	greater	links	to	Greek	thought	in	relation	to	dialectic	discussed	at	the	beginning	of	this	chapter.	For	example,	in	the	context	of	the	tension	in	Vitruvius’s	work	discussed	above,	even	though	many	writers	have	interpreted	his	understanding	of	architecture	through	form,	there	is	still	the	possibility	to	see	in	
De	Architectura	the	dialectic	alluded	to	by	Plato.	As	a	consequence,	it	is	possible	to																																																									121	For	a	description	of	the	relationship	between	analogy	and	proportion	see	Vesely,	Architecture	in	
the	Age	of	Divided	Representation,	136.	122	See	Plato	Republic	546.	The	exact	value	of	this	number	is	still	disputed.	The	favourite	‘guess’	is	33	+	43	+	53		=	63	=	216			
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view	Vitruvius’s	description	of	existing	relationships	ontologically,	even	if	his	analysis	of	the	causation	is	more	instrumental.	It	is	the	scholars	analysing	Vitruvius	that	have	elided	these	two	aspects	of	his	work.	Vitruvius	may	not	have	agreed	with	this	limited	description	of	geometry	but,	nevertheless,	he	facilitated	its	propagation	and,	as	a	consequence,	aspects	of	being	lying	outside	a	broader	understanding	of	reason	began	to	be	questioned	or,	as	in	the	case	of	Plato’s	term	
philodoxy,	forgotten	altogether.			
• Creation	and	the	Liberal	Arts	in	thirteenth-century	Europe	As	suggested	at	the	beginning	of	this	chapter,	in	the	theology	of	the	Middle	Ages	the	dialectics	articulated	by	Plato	formed	the	basis	of	Neo-Platonism	that	could	accommodate	Christian	ideas	such	as	the	nature	of	God,	the	Creation,	and	the	manipulation	of	matter	and,	in	the	process,	contributed	to	the	transformation	of	the	classical	order	into	a	hierarchy	(a	term	invented	by	Pseudo	Dionysius	in	the	late	5th	Century	AD).	By	the	thirteenth	century	the	earlier	Neo-Platonic	writings	of	the	Church	fathers,	reinforced	by	the	re-emergence	and	translation	of	Aristotelian	and	Platonic	texts,	had	created	an	intellectual	horizon	where	developments	in	knowledge	(scientia)	gathered	pace,	but	also	needed	to	be	reconciled	with	the	doctrines	of	the	church.	Studies	on	light	and	optics	in	relation	to	geometry	and	perspective	played	a	significant	part	in	this	transition.		The	importance	given	to	the	phenomenon	of	light	in	medieval	cosmologies	reflects	a	tendency	to	grasp	the	mystery	of	creation	in	a	more	tangible	way	and	move	beyond	the	poetic	and	rhetorical	language	of	Neo-Platonism	towards	a	more	precise	syllogistic	reasoning,	leading	eventually	to	a	geometrical	understanding	of	light.	In	this	process	light	ceased	to	be	a	mere	metaphor	or	analogy	of	intelligibility	and	became	a	real	natural	power—understood	as	a	part	of	the	creative	act	itself.123	One	of	the	main	mechanisms	that	facilitated	this	transition	was	the	education	system	based	upon	the	seven	‘liberal	arts’.	This	system	had	originally	been	conceived	in	Greece	in	the	fourth	century	BC	to	offer	a	basic	education	that																																																									123	Dalibor	Vesely,	‘Robert	Grosseteste	and	the	Foundations	of	a	New	Cosmology’,	in	Bishop	Robert	
Grosseteste	and	Lincoln	Cathedral:	Tracing	Relationships	between	Medieval	Concepts	of	Order	and	
Built	Form,	ed.	Nicholas	Temple,	John	Hendrix,	and	Christian	Frost	(Ashgate	Publishing,	Ltd.,	2014),	135.	
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prepared	students	for	future	discourse	in	philosophy	but	was	later	developed	by	the	Romans	who	placed	the	arts	of	ideas—the	trivium124—above	the	arts	related	to	things—quadrivium.125	However,	when	this	sevenfold	structure	was	later	adopted	by	the	Christian	culture	of	the	Middle	Ages,	it	was	transformed	again.	All	Christians	(even	schismatics)	believed	that	God	created	the	world	from	nothing,	but,	at	the	Council	of	Nicea,	orthodox	belief	identified	Christ	as	a	part	of	the	Trinity,	each	part	of	which	shared	the	same	essence	(ousia),	thus,	Christ	as	man	was	both	body	and	spirit,	and	His	sacrifice	redeemed	both	the	body	and	spirit	of	man.	Hence	the	world	of	created	matter,	which	itself	was	seen	as	an	analogue	of	God,	was	re-sacralised.126	Whereas	the	Romans	and	Greeks	had	bypassed	this	problem	of	the	origins	of	matter	by	assigning	the	role	of	the	gods	as	‘shapers’	rather	than	‘creators’	of	matter	(hence	the	primacy	of	ideas	over	things	in	the	liberal	arts),127	Christians	were	required	to	believe	that	all	creation	was	God’s	work	and	thus,	worthy	of	study.	This	adaption	of	the	original	terms	altered	the	original	hierarchy	of	the	liberal	arts,	putting	the	quadrivium—dealing	with	aspects	of	nature	(Creation)—at	least	on	the	same	level	as	the	trivium—dealing	with	ideas.128		Some	early	Christian	writers	such	as	John	Scotus	Eriugena	(c.815-c.877)	believed	all	scripture	(through	which	the	Christian’s	relationship	to	Creation	was	revealed)	was	based	on	the	skills	of	the	liberal	arts;	thus	suggesting	more	of	a	Roman	hierarchy	of	arts	with	words	above	things.129	However,	having	made	this	distinction	he	then	struggled	to	describe	the	nature	of	reality	itself	suggesting	that	God	had	only	brought	his	creative	power	into	the	‘corruptible’	world	of	matter																																																									124	Grammar,	Logic,	and	Rhetoric.	125	Arithmetic,	Geometry,	Music,	and	Astronomy.	Ernst	Robert	Curtius,	European	Literature	and	the	
Latin	Middle	Ages,	trans.	Willard	R.	Trask,	Updated	edition	with	a	New	Epilogue	edition	(Princeton,	N.J:	Princeton	University	Press,	1991),	36ff.	126	Etienne	Gilson,	The	Spirit	of	Mediaeval	Philosophy	(University	of	Notre	Dame	Press,	1990),	95.	127	This	builds	on	Plato’s	Timaeus	where	the	Demiurge	does	not	create	matter	but	orders	it.	Eriugena	tries	to	engage	in	this	sequence	but	opens	up	the	way	for	heresy—such	as	occurred	in	various	forms	of	Dualism	where	(for	example	the	Arian	Christians)	believed	that	Christ’s	incorruptible	soul	was	separate	but	contained	within	Christ’s	corruptible	body.	In	the	middle	ages	this	type	of	apostasy	was	anathema	because	it	implied	that	the	world	of	matter	was	not	touched	or	saved	by	the	Incarnation.	128	This	is	the	case	with	respect	to	ideas,	but	the	significance	of	the	Scriptures	to	Christian	thought	meant	that,	in	the	end,	even	within	a	‘redeemed’	physical	world,	the	trivium	in	relation	to	Biblical	exegesis	maintained	a	level	of	superiority.	129	Ralph	Hexter	and	David	Townsend,	The	Oxford	Handbook	of	Medieval	Latin	Literature	(Oxford	University	Press,	2012),	315.	
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following	the	Fall,	and	that	as	a	consequence	God	had	projected	sin	onto	a	cosmos	of	matter	separate	from	spirit.130	Christ’s	incarnation	and	sacrifice	had	saved	the	world	of	matter,	but	it	was	still	corruptible	because	it	was	not	a	part	of	God’s	chosen	domain.	This	interpretation	of	Pseudo-Dionysius	meant	that,	for	Eriugena,	the	internal	division	of	the	liberal	arts	was	correct	but	also	that	any	other	activities,	such	as	the	‘mechanical	arts’131	which	were	made	with	manual	labour,	were	of	lesser	import	and	implicitly	‘tainted’	by	sin.	However,	with	the	rise	in	scholarship	and	Platonism	in	the	twelfth	century	this	idea	shifted:	As	against	the	projection	of	sin	onto	the	cosmos,	the	masters	of	the	twelfth	century,	resting	their	case	on	the	interpretation	given	the	Timaeus	and	the	pseudo-Dionysian	hierarchy	at	Chartres,	proclaimed	that	the	possibility	of	participating	in	the	divine	reality	belonged	expressly	to	matter	as	well	as	to	everything	above	it;	that	the	immense	unity	of	all	things	was	knotted	up	together	in	man	who	stands	at	the	paradoxical	borderline	of	matter	and	spirit.132		This	new	interpretation	facilitated	a	reappraisal	of	the	whole	hierarchy,	including	the	possible	recalibration	of	the	‘arts’	(embracing	architecture)	because,	although	the	liberal	arts	were	still	the	only	‘noble’	subjects,	working	with	materials	and	things	was	also	acceptable	because	it	engaged	with	God’s	creation.	It	is	no	coincidence	that	this	discourse	on	the	separation	of	matter	and	spirit	(idea)	has	echoes	of	the	geometry/geometria	issues	raised	in	the	discussion	of	Vitruvius’s	De	
Architectura	and	can	be	traced	into	other	aspects	of	education	and	the	arts	in	the	early	medieval	period.			The	most	significant	text	that	set	out	a	framework	for	the	hierarchies	of	the	artes	for	the	Middle	Ages	was	De	nuptiis	Philologiae	et	Mercurii	(The	Marriage	of	Philology	and	Mercury),	written	between	410	and	439AD	by	Martianus	Capella	
																																																								130	Chenu,	Nature,	Man,	and	Society	in	the	Twelfth	Century,	25.	131	The	artes	mechanicae	for	the	Greeks	and	Romans	were	more	defined	by	not	being	artes	liberals,	by	Johannes	Scotus	Eriugena	and	Remigius	in	their	commentaries	on	De	nuptiis	Philologiae	et	
Mercurii	in	the	ninth	century.	See	Hexter	and	Townsend,	The	Oxford	Handbook	of	Medieval	Latin	
Literature,	318.	However	they	were	described	in	Hugh	of	Saint-Victor,	The	Didascalicon	of	Hugh	of	
St.	Victor:	A	Medieval	Guide	to	the	Arts,	ed.	Jerome	Taylor	(Columbia	University	Press,	1991),	BkII.	Chap.	20.	as;	lanificium	(fabric	making),	armaturam	(armament),	navigationem	(commerce),	
agriculturam	(agriculture),	venationem	(hunting),	medicinam	(medicine),	theatricam	(theatrics).		132	Chenu,	Nature,	Man,	and	Society	in	the	Twelfth	Century,	25.	
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(active	in	the	early	part	of	the	5th	century	AD).133	The	work	was	known	at	this	time	through	the	proliferation	of	a	significant	commentary	by	Eriugena,	and	because	it	was	discussed	by	Hugh	of	St	Victor	(1096-1141)	in	his	Didascalicon	in	the	late	1120s.134			In	Martianus’s	original	work,	Apollo	proposes	that	Mercury	(representing	profitable	pursuit)	weds	Philologia	(learning)	daughter	of	Phronesis	(akin	to	practical	wisdom	or,	in	many	Christian	translations,	prudentia	or	Prudence)	who,	‘…	being	well	versed	in	the	law	of	Parnassus	[the	home	of	poetry,	literature,	and	learning]	but	also	in	the	secrets	of	the	starry	heavens	and	the	underworld,	embraces	all	knowledge.’135	On	her	arrival	at	Jupiter’s	palace	she	is	greeted	by	the	four	Cardinal	Virtues	(Prudence	–	prudentia;	Justice	–	iustitia;	Temperance	–	
temperantia;	Courage	-	fortitudo)136	and	the	three	Graces,	or	Theological	Virtues	(Faith	-	fides;	Hope	-	spes;	Charity/Love	-	caritas),137	together	comprising	the	seven	Christian	theological	virtues.138	Following	an	initiation,	she	is	taken	up	to	the	Roman	Mount	Olympus	(which,	unlike	the	Greek	Olympus,	includes	mortals	as	well	as	gods)	and	given	the	seven	liberal	arts	as	gifts:	…Grammar	appears	as	a	grey-haired	woman	of	advanced	age,	who	boasts	that	she	descends	from	the	Egyptian	king	Osiris	[…]	she	appears	in	Roman	dress.	She	carries	an	ebony	casket,	containing	a	knife	and	a	file	with	which	to	operate	surgically	on	children’s	grammatical	errors.	Rhetoric	is	a	magnificently	tall	and	beautiful	woman,	wearing	a	dress	decorated	with	all	the	figures	of	speech	and	carrying	weapons	with	which	she	wounds	her	adversaries…139		This	iconography,	taken	from	the	text,	can	also	be	seen	on	the	tympanum	of	the	door	of	the	Virgin	on	the	west	front	of	Chartres	Cathedral140	built	1145-55	in	a	programme	where	the	Virgin	Mary	takes	over	the	role	of	Philology	(or	perhaps	
																																																								133	This	work	is	known	more	recently	for	the	reference	made	by	Frances	Yates	in	The	Art	of	Memory	(Random	House,	1992),	64.	to	the	incident	when	Simondes	recounts	the	positions	of	several	unrecognizable	corpses	in	a	collapsed	building	though	his	use	of	‘situated’	memory	skills.	134	Hugh	of	Saint-Victor,	The	Didascalicon	of	Hugh	of	St.	Victor,	Book	II,	Ch.	20.	135	Curtius,	European	Literature	and	the	Latin	Middle	Ages,	38.	136	Plato,	Republic	IV,	426-435.	137	I	Corinthians;	XIII.	138	This	hierarchy	form	the	basis	of	the	structure	of	Boccaccio’s	Decameron.	139	Curtius,	European	Literature	and	the	Latin	Middle	Ages,	39..	140	The	Virgin	is	depicted	in	the	right-hand	door.	The	lower	register	on	all	three	portals	represent	Old	Testament	figures,	with	the	New	Testament	‘fulfilment’	depicted	above.	
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Phronesis)	as	the	‘human	soul	in	all	perfection’	surrounded	by,	among	other	elements,	the	seven	liberal	arts,	alongside	sculptures	in	support	of	the	new	twelfth-century	hierarchy	mentioned	above,	where	God	is	depicted	as	the	creator	of	the	Cosmos	(Fig.	5.64).141			By	the	time	of	the	construction	of	this	west	façade	of	Chartres,	in	the	mid-twelfth	century,	Hugh	of	St	Victor	in	his	Didascalicon	had	already	described	the	mechanical	arts	as	a	part	of	a	hierarchy	with	philosophy	at	the	top,142	but	added	that	the	hierarchy	is	also	temporal.	This	meant	that,	for	Hugh,	true	philosophy	is	‘divine	wisdom’	(a	‘living	mind’)	which	‘…	in	a	single	and	simultaneous	vision	beholds	(intuetur)	all	things	past,	present,	and	future’	and	that	its	aim	is	to	‘restore	within	us	the	divine	likeness	which	to	us	is	a	form	(forma)	but	to	God	is	his	nature’.	With	this	analysis,	that	touches	on	the	subjects	of	the	quadrivium,	time	is	considered	a	part	of	the	same	spectrum,	as	inseparable	from	experience	as	matter.	The	creation	of	matter	had	a	beginning,	and	it	will	have	an	end,	therefore,	all	creation	(including	that	the	works	of	man)	within	the	world	mirrors	the	creative	act	itself	temporally,	physically,	and	ontologically.	Such	an	understanding	of	a	creative	act	is	relatively	easy	to	account	for	in	relation	to	the	ephemerality	of	a	festival,	but	more	challenging	to	conceive	in	terms	of	architecture.	Nevertheless,	the	implication	is	that	they	should,	in	some	regards,	be	seen	and	understood	as	possessing	an	equivalence	in	terms	of	temporality	as	well	as	meaning.		He	also	makes	a	distinction	between	different	arts	and	disciplines	and	the	knowledge	(scientia)	associated	with	them	saying	something	can	be	called	an	art	‘when	it	comprises	the	rules	and	precepts	of	an	art’	or	‘when	it	treats	of	matters	that	only	resemble	the	true	and	are	objects	of	opinion’,	but	can	be	called	a	discipline	‘when	it	is	said	to	be	"full"	as	it	is	in	the	"instructional"	science’	or	‘when,	by	means	of	true	arguments,	it	deals	with	matters	unable	to	be	other	than	they	
																																																								141	For	a	thorough	description	of	the	iconography	of	this	portal	see	Titus	Burckhardt,	Chartres	and	
the	Birth	of	the	Cathedral	(Bloomington,	Ind:	World	Wisdom	Books,	2010),	60.	142	For	Hugh,	philosophy	has	three	parts,	physics,	ethics	and	logic.	Hugh	of	Saint-Victor,	The	
Didascalicon	of	Hugh	of	St.	Victor,	Bk	II,	Chap.16.	after	St	Augustine’s	natural,	ethical	and	logical.	St	Augustine,	Augustine,	Book	VIII,	Ch.	4.	
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are’.	Therefore,	according	to	Hugh,	architecture	is	an	art	(its	form	only	resembles	the	true);	logic,	a	discipline.143			Over	the	next	few	chapters	Hugh	lays	out	the	differences	between	theoretical	knowledge,	practical	knowledge,	mechanical	knowledge	and	logical	knowledge,	setting	out	the	seven	mechanical	arts	in	Book	II,	Chapter	XX.	Architecture,	although	not	explicitly	mentioned	here,	is	later	defined	as	part	of	armaments	(constructional	armaments	such	as	wall	building.	Ch.	XXII)	and	is	indirectly	referred	to	as	a	part	of	the	construction	of	spaces	for	amusement	and	leisure	(theatres,	gymnasia,	temples	etc.	Ch.	XXVII).		Thus,	Hugh	implies	that	the	skills	required	to	be	an	architect	are	the	same	as	those	mentioned	by	Vitruvius	in	De	Architectura;	the	architect	must	have	knowledge	of	the	quadrivium	as	well	as	these	more	‘practical’	skills	because	architecture	embodies	all	of	the	arts—it	is	neither	purely	practical	nor	purely	theoretical.	By	making	architecture	a	subset	of	‘armaments’;	taking	ritual	out	of	‘theatrics’;144	and	ignoring	the	capacity	for	ontological	mediation	present	in	both	arts;	Hugh	could	easily	be	accused,	like	Vitruvius,	of	a	certain	degree	of	instrumental	thinking.	However,	the	fact	that	for	Hugh	all	the	arts	ascend	towards	the	interpretation	of	scripture	as	the	highest	goal	bound	the	activity	into	the	hierarchy	of	biblical	exegesis	which	was	itself	already	stratified	into	four	levels:	literally	as	a	history;	allegorically,	allowing	links	to	be	made	between	the	Old	and	New	Testament	themes;	tropologically,	as	a	guide	for	how	to	act	in	the	present;	and	anagogically	in	relation	to	the	future.	Such	a	system	had	earlier	allowed	John	Cassian	(360-435)	to	clarify	the	problem	of	literal	and	analogical	aspects	of	biblical	hermeneutics	in	terms	of	Jerusalem,	the	paradigmatic	city	of	this	world,	of	the	universal	Ecclesia,	and	of	the	soul	of	heaven:		Jerusalem	can	be	taken	in	four	senses:	historically	[literally],	as	the	city	of	the	Jews,	allegorically	as	the	Church	of	Christ	[in	the	sense	of	the	institution	rather	than	the	building],	anagogically	as	the	Heavenly	City	of	God	‘which	is	
mother	of	us	all’,	(Gal.4:26)	tropologically,	as	the	soul	of	man,	which	is	frequently	subject	to	praise	or	blame	from	the	Lord	often	under	this	title.145	
																																																								143	Hugh	of	Saint-Victor,	The	Didascalicon	of	Hugh	of	St.	Victor,	Bk.II,	Ch.1.		144	Theatrics	are	described	in	relation	to	well-being	of	the	body	and	mind	rather	than	any	spiritual	function.		145	Iohannis	Cassiani,	Corpus	Scriptorum	Ecclesiasticorum	Latinorum	Vol.	XIII :	Conlationes	XXIIII,	ed.	Michael	Petschenig	(Vienna:	Geroldi,	1886),	405.	Translation	in	Philip	Schaff,	Nicene	and	Post-
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	That	this	way	of	thinking	was	clearly	still	germane	in	the	twelfth	century	because	it	appears	again	in	Hugh	of	St	Victor’s	De	arca	Noe	Morali	where	he	described	four	different	ways	of	talking	about	the	ark:	…	We	set	out	to	talk	about	one	ark,	and	one	thing	has	so	led	to	another	that	it	seems	now	we	have	to	speak	not	of	one	only,	but	of	four.	Of	these,	the	two	that	are	visible	were	built	visibly	and	outwardly,	but	the	two	that	are	invisible	come	into	being	inwardly	and	invisibly,	by	an	unseen	process	of	construction.	The	first	is	that	which	Noah	made,	with	hatchets	and	axes,	using	wood	and	pitch	as	his	materials.	The	second	is	that	which	Christ	made	through	His	preachers,	by	gathering	the	nations	into	a	single	confession	of	faith.	The	third	is	that	which	wisdom	builds	daily	in	our	hearts	through	continual	meditation	on	the	law	of	God.	The	fourth	is	that	which	mother	grace	effects	in	us	by	joining	together	many	virtues	in	a	single	charity.	The	first	is	realized	in	visible	reality,	the	second	in	faith,	the	third	in	knowledge,	and	the	fourth	in	power.	Let	us	call	the	first	Noah's	ark,	the	second	the	ark	of	the	Church,	the	third	the	ark	of	wisdom,	and	the	fourth	the	ark	of	mother	grace.146		
• Conclusion	Reflecting	on	the	various	particular	moments	of	architectural	and	representational	innovation	that	occurred	in	relation	to	the	civic	and	representational	culture	of	the	late	Middle	Ages	discussed	at	the	beginning	of	this	chapter,	in	the	light	of	the	ideas	in	the	last	section,	it	can	be	seen	that	there	was	a	form	of	continuity	that	can	be	traced	back	to	antiquity.	Although	this	continuity	is	explicit	within	the	festive	structures	of	the	city	where	the	temporal	and	repetitive	nature	of	the	events	draws	attention	to	this	aspect	of	their	ontological	nature,	in	architecture	it	is	less	clear.	This	lack	of	clarity,	combined	with	the	ambiguity	of	the	nature	of	how	ontological	order	is	itself	manifested	within	architecture,	has	allowed	this	aspect	of	architectural	representation—an	aspect	critical	for	antiquity	and	the	Middle	Ages—to	be	questioned	and,	in	some	cases,	lost	altogether.	That	such	continuities	can	be	still	be	seen	within	the	art	of	the	Renaissance—as	in	Ghirlandaio’s	frescoes	at	the	Sassetti	Chapel—and	apparent	as	vestiges	of	civic	order	in	the	current	
																																																																																																																																																																		
Nicene	Fathers:	Second	Series,	Volume	XI	Sulpitius	Severus,	Vincent	of	Lerins,	John	Cassian	(Cosimo,	Inc.,	2007),	438.	146Hugonis	de	S.	Victoire,	‘De	Arca	Noe	Morali’,	in	Patralogiae	Cursus	Completus,	Vol.	CLXXVI,	ed.	J.-P	Migne	(Paris:	Garnier	Fratres,	1882),	Bk.	1,	Ch.	2,	Col	626.	A	translation	is	available	in,	Hugh	of	Saint-Victor,	Hugh	of	Saint-Victor:	Selected	Spiritual	Writings	(Eugene,	Oregon:	Wipf	and	Stock,	2009),	59.	
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festival	is	significant	and	forms	a	critical	part	of	the	conclusion	of	this	thesis	as	a	whole.			The	hierarchies	used	by	the	theologians	of	the	Middle	Ages	to	advise	their	artificers	were	a	part	of	the	contemplative	horizon	of	all	activities	and	continued	to	be	understood	and	used	well	into	the	Renaissance.	In	the	same	way	that	Vitruvius	stated	various	forms	of	‘knowledge’	were	essential	for	the	work	of	architects	and	thus	implied	they	should	at	least	play	some	part	in	the	evaluation	of	the	final	building,	so	Hugh	suggests	a	similar	ground	for	Christian	creativity.	He	recognised	a	difference	between	‘speculative	knowledge’	(intelligentiam)	that	comes	from	a	divine	action,	and	‘practical	knowledge’	(scientia)	deriving	‘practical	council’	from	below,	but	for	him	they	necessarily	combine	together	to	facilitate	Wisdom.147	This	is	made	explicit	in	Appendix	A	of	the	Didascalicon	where	he	discusses	the	order	in	which	knowledge	and	understanding	should	be	learned—moving	from	logic	to	ethics	to	theoretical	arts	and	only	then	the	mechanical	arts.	Thus,	in	learning	mode	the	mechanical	arts	are	placed	last,	once	all	of	the	other	knowledge	has	been	assimilated	because;	…	eloquence	ought	to	be	attained	first;	then,	as	Socrates	says	in	the	Ethics,	the	eye	of	the	heart	must	be	cleansed	by	the	study	of	virtue,	so	that	it	may	thereafter	see	clearly	for	the	investigation	of	truth	in	the	theoretical	arts.	Last	of	all,	the	mechanical	arts	follow,	which,	by	themselves,	are	altogether	ineffective	unless	supported	by	knowledge	of	the	foregoing.148		It	is	difficult	to	suggest,	after	such	an	explicit	recognition	that	the	knowledge	(scientia)	of	making	in	the	mechanical	arts	(including	architecture)	is	built	upon	understanding	(intelligentiam)	of	the	theoretical	arts,	that	these	layers	of	thinking	would	not	be	present	in	some	form	within	the	artefact.	This	is	confirmed	by	the	minuted	argument	between	Italian	and	French	experts	on	the	development	of	Milan	Cathedral	in	the	early	fifteenth	century.149	Jean	Mignot,	the	French	
																																																								147	Hugh	of	Saint-Victor,	The	Didascalicon	of	Hugh	of	St.	Victor,	Bk.	1,	Ch.8.	148	Hugh	of	Saint-Victor,	Appendix	A.	is	labelled	Chapter	XIV	in	some	volumes.	149	Otto	Georg	Von	Simson,	The	Gothic	Cathedral,	Expanded	edition	(Princeton:	Princeton	University	Press,	1988),	19.	
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representative	resolved	a	dispute	with	the	incontestable	truth	that	art	is	nothing	without	‘knowledge’	(ars	sine	scientia	nihil	est).150		
	The	result	of	such	a	recognition	relating	to	architecture	means	that	its	setting	and	use	should	be	subject	to	a	similar	level	of	scrutiny	as	its	form.	But	this	is	not	always	the	case.	When	such	links	between	these	different	criteria	are	made	any	continuity	has	often	been	misinterpreted	as	a	shift	in	form	from	the	‘real’	towards	some	sort	of	‘abstraction’.	The	nomenclature	that	accompanies	this	interpretation	usually	includes	‘ideal’	as	the	purest	form	of	abstraction	and	is	underpinned	by	a	very	different	form	of	dialectical	understanding,	more	Hegelian	than	Platonic.	This	is	a	mistake	for	although	it	could	be	said	that	there	is	an	implied	‘distancing’	from	the	physical	world	in	the	type	of	hierarchical	understanding	proffered	by	Hugh,	the	results	of	his	enquiry	do	not	advocate	differing	levels	of	embodiment.	As	Vesely	states:	[even	as	late	as	the	fifteenth	century]	space	is	still	part	of	a	phenomenal	reality	in	which	it	cannot	be	treated	in	isolation	from	the	conditions	of	its	embodiment.	After	all,	artificial	perspective	was	never	supposed	to	be	a	purely	mathematical	or	absolute	discipline	but	a	pictorial	one,	representing	not	a	concept	of	space	or	abstract	structure	but	a	concrete	world	in	its	visibility.151		This	is	an	important	distinction	to	make	as	it	affects	the	way	commentators	from	today,	and	from	the	past,	often	attempt	to	explain	paradigmatic	aspects	of	ontology	through	explicitly	pragmatic	phenomena.	It	was	in	the	medieval	world,	where	the	individual	was	clearly	related	to	the	Cosmos	within	a	more	embodied	hierarchy,	that	the	re-emergence	of	classical	culture	gathered	momentum	in	the	arts	and	developed	into	what	is	now	called	the	Renaissance.	However,	instead	of	it	being	a	theoretical	shift,	or	a	break	with	the	past,	it	is	best	seen	as	analogous	to	a	natural	progression	guided	by	the	theological	and	artistic	trends	that	were	already	emerging	from	the	twelfth-century	renaissance	evident	in	European	theological	schools.																																																										150	I	have	changed	Von	Simson’s	translation	of	scientia.	But	in	both	translations	the	knowledge	refers	to	the	skills	and	knowledge	inherent	to	geometria	and	the	other	ars.	151	Vesely,	Architecture	in	the	Age	of	Divided	Representation,	139.	
	 214	
As	such,	it	appears	that	many	of	the	themes	explored	and	manifested	in	art	and	architecture	of	the	following	centuries	were	more	of	a	progression	than	a	revolution.	In	architecture	and	art	‘perspective’	and	‘form’,	although	allowing	for	separate	limited	interpretations,	continued	to	carry	a	depth	of	meaning	more	nuanced	than	many	modern-day	interpretations	would	allow.	As	a	result,	the	continuing	legacy	of	Latin	classical	culture	is	more	likely	to	be	present	in	some	refined	examples	of	contemporary	architecture	than	necessarily	in	buildings	that	display	the	liberal	use	of	classical	columns.152		
																																																								152	See,	for	example	the	relationship	of	contemporary	buildings	to	themes	of	light	and	geometry	discussed	in	Nicholas	Temple,	Disclosing	Horizons:	Architecture,	Perspective	and	Redemptive	Space	(Routledge,	2006).	
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Chapter	6.	 Conclusions:	Architecture,	Festival	and	the	City	
Introduction	This	thesis	has	used	aspects	of	the	development	and	representation	manifested	in	the	Florentine	Feast	of	San	Giovanni	as	a	means	to	discuss	broader	issues	of	representation	in	relation	to	architecture.	It	has	argued	the	developments	that	occurred	in	the	identity	and	governance	of	Florence	during	the	late	medieval	period	laid	the	foundation	for	a	spectrum	of	representation	that	was	then	subsumed	by	perspectival	themes	depicting	civic	space	and	activity	explored	in	the	Renaissance.	Perspective,	in	this	period,	was	tied	to	a	deep	understanding	of	order	that	reached	back	to	classical	ideas	of	the	agon,	dialogue,	and	dialectic	that	was	revealed	most	clearly	in	ritual,	and	represented	within	the	city	in	the	form	of	the	festival.1	Also,	as	in	the	enactment	of	the	festival	where	there	is	no	possibility	or	desire	to	achieve	synthesis,	the	form	and	understanding	of	dialectics	as	a	whole	in	this	period	was	‘undivided’	in	terms	of	representation;	it	was	not	in	search	of	resolution	but	of	understanding;	there	was	no	requirement	for	the	synthesis	of	late	medieval	terms.	In	fact,	in	the	festival,	the	opposite	was	true;	the	conflict	during	carnival	and	other	feast	days	between	different	factions	of	the	city,	different	classes,	the	church,	and	the	civic	government	etc.	was	often	so	intense	that	parties	who	felt	excluded	attacked	the	participants.2	Such	behaviour	had	always	been	incorporated	into	the	feasts	in	the	form	of	games	(jousts,	swordfights	etc.)	and	in	the	middle	of	the	sixteenth	century	the	newly	enthroned	Medici	Dukes	added	the	
Calcio	football	match—renamed	the	Calcio	Storico	when	it	was	revived	in	the	twentieth	century—played	between	residents	of	the	four	city	Quartieri.3			Within	this	continually	changing	festive	landscape	the	architecture	of	the	city	also	adapted.	Beyond	pragmatic	aspects	of	change	related	to	form	(height,	volume,	location	etc)	it	adjusted	to	accommodate	the	requirements	for	representation	both	during	festivals	and	in	everyday	use.	For	example,	the	emergence	of	large	palazzi	within	the	city—such	as	the	Pitti	Palace	with	its	large	piazza	(H,	Map	5.3b)—did																																																									1	It	was	only	later	that	perspective	became	viewed	purely	as	an	instrumental	form	of	pictorial	representation	2	Trexler,	Public	Life	in	Renaissance	Florence,	218.	3	The	revival	of	this	as	a	part	of	the	current	festival,	and	the	consequential	implications	on	perceptions	of	architecture	and	festival	in	contemporary	Florence,	will	be	discussed	later	in	this	chapter.	
	 216	
not	challenge	the	Palazzo	Vecchio	in	terms	of	height	but	its	large	volume	did	begin	to	suggest	the	possible	re-emergence	of	the	rule	by	an	individual	within	the	humanist	iconography	of	the	quattrocento.	Both	iconography	of	this,	and	other	palaces,	and	the	structure	of	the	court	ceremonial	was	attached	to	the	civic	ceremonial	that	had	taken	the	city	through	its	republican	period.			However,	it	appears	that,	like	in	the	transition	witnessed	in	Rome	from	Republic	to	Empire,	the	festive	structure	of	the	city,	centred	on	its	architecture	and	the	places	of	the	city,	were	able	to	accommodate	some	changes	almost	imperceptibly;	the	feast	celebrations	could	continue	with	only	minor	changes	even	though	the	city	underwent	some	major	alterations.	At	the	same	time,	through	the	development	of	perspective—understood	both	spatially	and	temporally—art	and	architecture	offered	opportunities	for	the	new	aristocracy	to	represent	itself	in	relation	to	this	festive	tradition.	Consequently,	the	Medici	were	able	to	add	themed	floats	to	the	feast	of	San	Giovanni;	or	extend	the	processional	route	of	the	feast	of	the	Magi	(Map	4.14);	and	then	represent	these	changes	in	their	own	histories,	archives	and	paintings	(such	as	the	Gozzoli	painting	in	the	Chapel	in	their	palazzo)	(Fig.4.16).	However,	during	this	process,	for	the	burgher	of	Florence,	there	was	little	change	in	the	nature	of	their	festival.	Their	experience,	like	ours	today,	was	still	framed	by	the	order	of	festival	rather	than	by	any	form	of	political	reality	crafted	by	the	new	elites.4	And	such	experiences	go	back	further	than	the	late	Middle	Ages,	at	least	into	the	world	of	the	Greek	polis	and	its	legacy	in	the	Roman	ecumene.	It	may	well	be	that	any	argument	suggesting	continuity	of	the	idea	of	the	‘good	city’	through	history	appears	to	some	as	a	romantic	fallacy,5	but	that	is	in	fact	exactly	what	remains	at	the	heart	of	the	city	when	understood	in	relation	to	festive	representation.	The	historicity	of	the	civic	world	is	presented	in	its	nearness	through	the	festival	and	it	is	experienced	as	such	by	the	participants.	As	Rykwert	states,	such	actions	are	always	understood:	What	is	true	of	myth	is	even	more	true	of	the	rite.	As	long	as	it	survives,	marking	even	late	medieval	and	Renaissance	ceremonial,	it	retains	its	hold	over	the	imaginations	and	the	ways	of	thinking	of	the	people	who	witness																																																									4	i.e.	as	suggested	by	Victor	Turner’s	threefold	layering	of	festive	experience	mentioned	in	chapter	one	(as	separation,	transition,	and	incorporation)	outside	normal	political	and	social	relationships.	5	Habermas,	‘Hannah	Arendt’s	Communications	Concept	of	Power’,	14.	
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or	practice	it.	In	this	context,	therefore,	a	‘misunderstanding’	of	the	rite	is	impossible,	or	at	any	rate,	the	statement	has	no	real	meaning.	The	rite	is	‘truly’	understood	as	long	as	it	is	practiced.	And	it	was	practiced	as	long	as	it	was	needed.6		The	late	medieval	developments	to	the	festival	discussed	in	chapter	four	suggest	that	the	traditional	festival	was	augmented	at	this	time	by	a	further	level	of	articulation—both	representationally	and	temporally.	To	the	two-fold	temporality	inherited	from	tradition—the	temporality	of	the	Cosmos	of	antiquity	and	of	the	Christian	time	of	origins	and	the	end	of	time—was	added	a	third	layer	of	historical	temporality	within	which	the	events	of	the	festival	occurred.	And	this	historical	temporality—the	historicity—is	as	much	a	part	of	the	identity	and	being	of	the	architecture	as	it	is	of	the	festival.	Just	like	the	memory	of	the	event	plays	within	the	mind	of	the	participants,	allowing	them	to	recount	and	re-experience	aspects	of	the	day,	the	architecture	that	plays	a	part	in	the	event	also	engages	with	the	temporality	in	a	meaningful	way.	Thus	we	arrive	at	the	first	possible	conclusion	of	the	thesis	that	architecture	of	the	late	medieval	and	Renaissance	period	should	be	seen	as	embodying	all	of	the	dimensions	that	are	discernible	in	the	enactment	of	festival,	from	separation,	through	transition,	to	incorporation.	Such	a	realisation	is	not	limited	to	the	period	in	question	but	has	implications	on	the	continuity	of	the	festival	beyond	the	parameters	already	established	by	the	thesis.	This	can	be	illustrated	in	respect	of	more	recent	events	and	attitudes	towards	representation	beginning	with	an	analysis	of	the	persistence	of	meaning	in	the	Calcio	Storico	football	game	played	every	year	on	the	Feast	of	San	Giovanni	since	its	revival	in	1930.	
	
6.1	 The	Calcio	in	Florence:	Agonistic	Ritual	and	the	Space	of	Civic	Order	Although	over	time	the	rituals,	parades,	markets	and	games	associated	with	the	festival	of	San	Giovanni	have	adapted	to	reflect	the	representational	requirements	necessary	for	each	particular	period,	many	aspects	of	the	festival	have	remained	constant,	even	until	the	present	day.	Consequently,	the	fact	that	an	event	such	as	the	Calcio	Storico	still	retains	much	of	its	original	iconography	is	an	important	reference	point	for	understanding	both	the	idea	of	festival	in	Florence	as	well	as,																																																									6	Rykwert,	The	Idea	of	a	Town,	88.	
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more	broadly,	the	relationships	that	can	exist	between	festival,	architecture	and	civic	order.		Although	there	are	some	commentators	who	suggest	the	Calcio	Storico	is	derived	from	the	Roman	game	Harpastum,7	described	by	Athenaeus	(2nd	C.	AD)	in	his	book	
Deipnosophitae	there	is	no	proof	that	this	game,	apparently	borrowed	from	earlier	Greek	origins,	has	any	direct	relationship	with	the	game	in	Florence.8	One	of	the	first	clear	references	to	a	football	‘palla’—a	game	fought	for	honour	and	a	small	silk	banner—was	by	the	diarist	Luca	Landucci	(1436-1516)	who	reported	that	one	was	played	on	the	frozen	Arno	in	January	1490.9	It	also	appears	that	early	games	were	played	by	the	nobility	in	the	Prato	district	of	the	city	and	used	for	the	training	of	militia	and	mercenaries	(2,	Map	6.1),10	but	by	the	early	sixteenth	century	the	contest	had	become	a	regular	feature	of	the	carnival	on	Shrove	Tuesday.	It	was	one	such	match,	staged	during	the	siege	of	Florence	in	1530	just	before	the	city	capitulated	to	the	Emperor	Charles	V,	which	later	became	the	most	significant	occurrence	and	underpins	much	of	the	contemporary	iconography	of	the	game.	This	match,	held	in	the	Piazza	di	Santa	Croce	within	shouting	distance	of	the	Emperor’s	troops	(1,	Map	6.1),	was	the	last	cry	of	the	old	Communal	government	before	the	appointment	of	the	first	Medici	Duke	in	1532.11		The	Florentine	army	at	this	time,	although	incorporating	many	mercenaries,	was	also	made	up	of	a	core	of	‘National	Militia’	formed	into	four	battalions—one	from	each	of	the	four	Quartiere—created	through	the	‘Republican	Draft’.12	This	conscription,	brought	back	in	1506	by	Machiavelli	while	he	was	adviser	to	the	Gonfaloniere	of	Justice	Piero	Soderini	(1440-1522),	came	from	Machiavelli’s	conviction	that	there	is	no	point	discussing	‘the	proper	form	of	government	unless	and	until	a	state	could	adequately	defend	itself’.13	Thus,	in	the	form	of	the	Quartieri																																																									7	Luciano	Artusi,	Calcio	fiorentino.	Storia,	arte	e	memorie	dell’antico	gioco	dalle	origini	ad	oggi	(Firenze:	Scribo,	2016).	8	(Bk.	1,	14F)	Athenaeus,	Athenaeus:	The	Deipnosophists,	Volume	I,	Books	1-3.106e,	trans.	Charles	Burton	Gulick,	Revised	edition	(London:	Loeb	Classical	Library,	1969).	9	Landucci,	Diario	fiorentino	dal	1450	al	1516,	Ch.	50.	10	Luciano	Artusi,	Early	Florence	and	the	Historic	Game	of	Calcio	(Firenze:	Sansoni,	1972),	28.	11	Artusi,	31ff.	12	Schevill,	History	of	Florence,	465.	13	Unger,	Machiavelli,	79.	
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teams	made	up	of	mercenaries	and	Florentines	the	game	represented	the	divided	administrative	order	of	the	city,	but	as	an	event	it	represented	the	city’s	unity	as	a	singular	body.		Charles’	siege	had	begun	months	earlier	in	October	1529	but	the	Militia,	apparently	unwilling	to	ignore	the	city’s	civic	traditions	even	in	this	time	of	strife,	elected	to	hold	the	annual	Calcio,	including	much	loud	musical	accompaniment	well	within	earshot	of	the	enemy.	So,	on	February	17th	1530,	even	though	the	Florentine	army	were	about	to	fight	a	battle	for	the	survival	of	their	political	identity,	they	played	their	traditional	carnival	match	which	became	as	furious	and	violent	as	it	always	had	been.	This	decision	to	play	the	game	in	the	midst	of	the	siege	resulted	in	its	place	in	the	folklore	of	the	city;	an	emblem	of	courage	and	respect	for	the	Quartieri	and	the	city	as	a	whole.	In	the	end	the	siege	continued	for	a	further	four	months,	the	conflict	spreading	throughout	the	region,	eventually	coming	to	an	end	with	the	defeat	of	the	Florentine	forces	and	the	death	of	their	commander	Francesco	Ferrucci	(1489-1530)	at	Gavinana	in	early	August	(6	&	7,	Map	6.1).14		Like	other	games,	races	and	jousts	etc.,	over	the	following	centuries,	as	well	as	the	carnival	game	special	Calcios	were	often	staged	as	a	part	of	major	celebrations	such	as	the	Ducal	marriages	of	1558,	1584,	1585,	1616	and	1650,	as	well	as	on	other	significant	dates	in	the	Christian	Calendar.	But	even	though	the	game	eventually	did	fall	into	decline,	when	it	was	played	the	form	of	the	event	was	always	linked	to	the	historic	Communal	Quartieri	through	the	four	teams	competing.	Thus,	when	the	Duchy	of	Florence	was	created	in	1532	and	the	region	further	ennobled	in	1569	when	Cosimo	I	became	the	Grand	Duke	of	Tuscany,	the	
Calcio	remained	a	tangible	representation	of	the	historic	civic	structure	of	the	city,	linking	ducal	themes	of	governance	with	the	city’s	humanist	traditions	rooted	in	ideas	of	its	Roman	foundation	in	the	classical	world.			
																																																								14	Najemy,	A	History	of	Florence	1200-1575,	460.	
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This	‘ambition’	to	embed	the	game	in	a	deeper	civic	culture	is	evident	in	the	first	treatise	on	the	Calcio	by	Giovanni	de’	Bardi	(1534-1612),15	written	later	in	the	century,	when	he	suggests	that	‘one	might	believe	that	the	game	was	introduced	to	the	city	at	the	same	time	as	it	was	founded,’16	thus	linking	the	game	with	the	re-enactment	of	the	foundation	rite	itself	already	established	in	the	ritual	life	of	the	city	in	the	processions	and	parades	of	the	annual	San	Giovanni	Battista	feast	day	celebrations.17		Although	much	of	Bardi’s	treatise	describes	the	rules	of	the	game	and	other	practicalities,	it	does	make	continual	connections	to	the	Roman	exemplar,	suggesting	how	the	set-up	of	the	teams	mirrors	the	battle	formation	of	Roman	troops	but,	more	importantly,	argues	that	the	‘utility’	of	the	game	is	to	‘convert	laziness	into	manly	virtue,	and	into	praise.’18	In	order	to	reveal	such	aspects	of	the	
Calcio,	at	a	time	following	the	rise	of	the	Medici	to	the	dukedom,	Bardi	goes	on	to	suggest	that	these	‘manly	pursuits’	must	also	be	practised	by	the	nobility,	not	the	
popoli.19	Nevertheless,	over	the	years	the	popoli	have	played	the	game	and,	like	in	other	festivals	where	the	normal	hierarchies	of	rule	are	‘reversed’	or	at	least	questioned	for	the	duration	of	the	event,20	the	game	has	continued	to	elevate	the	most	aggressive	and	violent	of	the	citizens—popoli	or	milites—to	a	position	of	honour	for	the	day.	Interestingly,	Bardi,	like	most	commentators	of	the	game	are	silent	on	the	choice	of	location	but	seem	to	take	for	granted	that	it	should	occur	in	a	civic	space	within	the	city	not	in	a	field	on	the	outskirts.			Even	though	the	Calcio	continued	to	be	played	at	different	times	of	the	year	throughout	the	next	centuries,	because	the	representational	requirements	for	the	Duchy	rested	less	on	vestiges	of	Communal	order	of	Florence,	Calcios	became	less																																																									15	Bardi	was	Count	of	Vernio	and	a	member	of	the	Florentine	Accademia	degli	Alterati.	An	analysis	of	this	short	treatise	is	offered	by	Theodore	E.	Mommsen,	‘Football	in	Renaissance	Florence’,	The	
Yale	University	Library	Gazette	16,	no.	1	(July	1941):	14–19.	16	Giovanni	Bardi,	Discorso	sopra	il	giuoco	del	calcio	fiorentino.	Del	Puro	Accademico	Alterato.	Al	
sereniss.	gran	duca	di	Toscana	suo	signore	(nella	Stamperia	de’	Giunti,	1580),	4.	17	Christian	Frost,	‘Festivals	and	Tradition	in	Contemporary	Florence’,	Journal	of	Urban	Cultural	
Studies	3,	no.	2	(June	2016):	239–54.	18	Giovanni	Bardi,	Discorso	sopra	il	giuoco,	3.	19	…il	fiore	della	Nobilità.	Giovanni	Bardi,	6.	20	Such	feasts	as	Carnival	in	Venice,	or	the	Boy	Bishops	and	Feast	of	Asses	from	the	medieval	period.	
	 221	
significant	for	the	city	and,	as	a	result,	less	frequent.21	That	is	not	to	say	that	the	implicit	civic	order	within	the	game	was	no	longer	recognised	or	celebrated,	just	that	their	regular	performance	was	less	essential	to	the	order	of	the	city.	However,	in	the	latter	parts	of	the	nineteenth	century,	following	the	Risorgimento,22	there	was	renewed	interest	in	the	history	of	Italy—including	its	festivals—and	in	Florence	the	historian	Pietro	Gori	began	to	reconstruct	them	(based	upon	some	historical	accounts)	for	significant	political	and	national	events	such	as;	the	1897	finishing	of	the	new	façade	to	Santa	Maria	Della	Fiore;	the	1898	celebrations	for	the	centenary	of	Paolo	Toscanelli	(1397-1482)	and	Amerigo	Vespucci	(1454-1512);23	and	the	1902	festival	designed	as	an	imitation	of	Duke	Cosimo	I’s	palio	
de’cocchi	(procession	of	chariots)	of	1563	(Fig	6.2).24	Thus,	by	the	time	the	Fascists	reintroduced	the	Calcio	in	1930	as	a	part	of	a	wider	initiative	that	included	festivals	throughout	the	country,	a	skeleton	structure	more	grounded	in	pre-First	World	War	patriotism	than	nationalistic	fervour	was	already	in	operation.			As	Medina	Lasansky	suggests,	this	Fascist	revival	of	historic	feasts	and	festivals	was	about	reclaiming	Italian	history	for	Italians.	But	although	many	of	the	resurrected	events	had	originated	in	the	late	medieval	period,	the	iconography	of	these	‘new’	events	leaned	heavily	on	the	literature,	art,	and	historiography	created	from	the	quattrocento	on.25	As	a	result,	on	May	4th	1930,	they	recreated	a	Calcio	on	the	significant	four	hundredth	anniversary	of	the	match	played	in	the	city	during	Emperor	Charles	V	siege	of	Florence	mentioned	earlier,	and	associated	this	with	the	death	of	the	Florentine	Communal	General	and	hero	Francesco	Ferrucci	at	the	hands	of	the	French	that	had	occurred	later	that	same	year.	Additionally,	just	in	case	this	historical	connection	might	have	been	lost	on	the	casual	observer,	the	
																																																								21	For	a	comprehensive	list	of	recorded	matches	see	Artusi,	Calcio	fiorentino.	Storia,	arte	e	memorie	
dell’antico	gioco	dalle	origini	ad	oggi,	53ff.	22	The	official	unification	of	Italy	occurred	in	1871	but	the	process	began	at	the	Congress	of	Vienna	in	1815	when	the	leaders	of	Europe	convened	to	try	to	establish	some	international	stability	within	Europe	following	the	Napoleonic	wars.		23	Around	1502	Vespucci	discovered	that	South	America	was	not	Asia	but	a	separate	landmass.	Although	Tocanelli	died	well	before	this	discovery	he	is	credited	with	being	Vespucci’s	partner	in	his	investigations.	Pietro	Gori,	I	centenari	del	1898:	Toscanelli,	Vespucci,	Savonarola :	Firenze	nel	
secolo	XV :	feste,	giuochi,	spettacoli	(Tipografia	Galletti	&	Cocci,	1898).	24	Lasansky,	The	Renaissance	Perfected,	71.	25	Lasansky,	64.	
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match	became	a	historic	fashion	show	as	well,	and	included	on	the	VIP	guest	list	some	of	the	families	who	had	attended	the	original	1530	event.			Unlike	the	game	today	(and	the	one	in	1530)	which	is	held	in	the	Piazza	di	Santa	Croce,	this	first	Calcio	of	the	new	age	took	place	in	the	Piazza	Signoria	(5,	Map	6.1),	the	main	civic	square	of	the	city,	further	linking	the	game’s	revival	to	the	heart	of	civic	governance,	a	point	made	in	the	film	that	documented	the	event	(Fig.	6.1).26	The	path	of	the	parade	from	Santa	Maria	Novella	to	the	temporary	pitch	constructed	in	the	Piazza	della	Signoria	passed	many	of	the	significant	Renaissance	Palazzi	(also	emblematic	of	this	critical	time	in	the	history	of	Florentine	communal	government),	that	were	especially	decorated	as	a	part	of	the	celebrations	(Map	6.2a	&b).	Consequently,	in	the	same	way	that	Vasari’s	painting	of	the	Foundation	of	
Florence	(1563-65)	(Fig.	2.3),	or	Gozzoli’s	painting	of	the	Procession	of	the	Youngest	
King	at	the	Medici	chapel,	had	been	designed	for	the	needs	of	the	new	Medici	Dukes,27	this	whole	reconstruction	of	the	feast,	including	the	Calcio	Storico,	was	primarily	designed	for	the	Fascists’	own	representational	needs—as	was	the	case	in	other	reconstructions	such	as;	the	Palio	of	Siena	(1928),28	the	Jousting	in	Arezzo	(1931),	and	the	Battle	of	the	Bridge	in	Pisa	(1935).29	The	Calcio	could	have	been	played	on	one	of	the	sports	fields	of	the	city,	but	instead,	like	earlier,	earth	was	brought	in	to	cover	the	paved	piazza	and	the	game	took	place	in	the	civic	heart	of	the	city.30		However,	care	must	be	taken	not	to	see	the	ideas	behind	this	‘renovatio’	in	the	light	of	later	developments	to	fascism	in	Italy	and	abroad.	The	1930	Calcio	in	Florence	occurred	two	years	before	Giovanni	Gentile	(1875-1944)	and	Benito	Mussolini																																																									26	https://www.youtube.com/watch?v=gkDnvHXJg4k.	27	See	Frost,	‘Festivals	and	Tradition	in	Contemporary	Florence’.	28	The	most	famous	surviving	horse	race	is	the	Palio	of	Siena	where	the	districts	of	the	city,	or	
contrade,	sponsor	a	horse	and	jockey	(not	necessarily	from	the	district)	to	run	the	race	twice	around	the	Piazza	del	Campo.	The	name,	Palio,	derives	from	the	banner	which	is	given	to	the	winner	of	the	race	and	they	were	a	feature	of	feast	days	throughout	Italy	with	some	Palios	running	riderless	horses.	The	Palio	of	Florence	ran	across	the	city	from	west	to	east	through	the	narrow	streets	of	the	city	and	so	would	be	almost	impossible	to	run	today.	For	an	anthropological	account	of	this	event	see	Alan	Dundes	and	Alessandro	Falassi,	La	Terra	in	Piazza:	An	Interpretation	of	the	
Palio	of	Siena	(Berkeley,	Calif.:	University	of	California	Press,	1984).		29	Lasansky,	The	Renaissance	Perfected,	65.	30	The	Fiorentina	Stadium,	for	example,	was	finally	completed	in	1931	and	named	after	Giovanni	Berta,	a	local	fascist	martyr.	It	was	only	renamed	after	a	more	suitable	candidate	in	the	1990s.	
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published	their	Doctrine	of	Fascism,31	and	a	full	eight	years	before	the	anti-Semitic	legislation	of	1938	was	introduced—designed	to	appease	the	more	‘racial’	Nazism	of	their	new	Axis	allies,32	but	also	partly	a	reaction	to	the	recent	conquest	of	Ethiopia	in	1936.33	Italian	fascism	was	clearly	dismissive	of	the	failed	liberal	culture	that	had	opened	the	way	to	its	electoral	success	in	1922,	and	was	often	violent	towards	any	opposition—evidenced	by	the	fact	that	in	as	early	1924	the	philosopher	Benedetto	Croce	(1866-1952)	had	left	the	Fascist	party	in	protest	over	its	brutal	politicking.34	But	Italy	was	not	Germany.	It	is	true	that	Salvemini	Gaetino,	Florence’s	primary	anti-fascist	leader	was	already	in	exile	and	his	Circolo	di	Cultura	disbanded,35	but	dissidents	including	the	poet	Eugenio	Montale	were	still	regularly	holding	court	in	the	literary	Caffè	Giubbe	Rosse	in	the	Piazza	de	Repubblica.36.	Even	at	this	critical	time	in	Europe	the	use	of	historical	iconography	in	Italy	had	a	very	different	purpose	than	similar	pageants	of	Nazi	Germany	and	Soviet	Russia:	Ultimately	[totalitarianism	in	Italy]	dealt	not	with	exclusion	but	with	forging	the	capacity	to	act	collectively	in	the	new	‘total’	ways	that	had	come	to	seem	necessary	and	possible.	At	issue	was	who	could	be	part	of	a	community	capable	of	acting	as	one,	exercising	collective	human	responsibility.	Whereas	the	Soviets	and	the	Nazis	started	with	an	a-priori	exclusionary	principle,	Gentile	started	with	openness	to	all,	based	on	human	freedom	and	ethical	potential.37		Thus,	initially	at	least,	and	similar	to	earlier	manifestations	during	the	Risorgimento,	the	Fascist	re-invention	of	historic	festivals	in	Italy	formed	a	part	of	the	government’s	plan	to	forge	a	new	‘spiritual	and	cultural’	identity	for	the	whole	‘Italian’	population	and	differed	significantly	from	the	‘materialistic’	identity	inherent	to	Communism,	or	the	‘naturalistic’	identity	of	Nazism.38	In	1930,	at	least,	it	appears	that	Gentile	believed	that	l’uomo	del	fascismo	could	emerge	from	any	of	
																																																								31	La	dottrina	del	fascism	(1932)	32	Italy	signed	a	treaty	of	alliance	with	Nazi	Germany	in	1936.	33	Lasansky,	The	Renaissance	Perfected,	178.	34	He	left	the	party	following	the	assassination	of	the	socialist	politician	Giacomo	Matteotti	in	1924	and	was	put	under	surveillance	for	the	remainder	of	their	time	in	government.		35	By	1930	he	had	already	started	the	Giustizia	e	Libertà	group	while	in	exile.	American	National	
Biography:	Supplement	(Oxford:	Oxford	University	Press,	2002),	491.	36	‘Montale	Biography’,	accessed	24	August	2018,	http://www.storiaxxisecolo.it/antifascismo/biografie%20antifascisti37.html.	37	David	D.	Roberts,	Historicism	and	Fascism	in	Modern	Italy	(University	of	Toronto	Press,	2007),	49.	38	Roberts,	26.	
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Italy’s	many	constituent	cities,	races,	and	beliefs,	and	this	new	‘Italian’	would	inevitably	be	supportive	of	the	aims	of	fascism	in	Italy	as	a	whole.			Lasansky’s	work	in	the	revival	of	Italian	festivals	under	the	Fascists,	like	many	other	discussions	of	the	period,	tends	to	elide	aspects	of	fascist	ideology	with	aspect	of	festival	behaviour—particularly	in	respect	of	violence	and	the	contest	inherent	to	its	agonistic	form.	Such	condemnation	of	social	conduct	and	its	hasty	assignment	to	political	will	implies	that	the	festival	can	be	dictated	to	and,	that	by	resurrecting	the	festival,	the	fascists	somehow	‘owned’	them.	Clearly,	fascist	activity	was	always	centred	upon	a	real	world—'…praxis	is	the	idol	of	fascism’39—but	you	cannot	‘tell’	any	festival	what	it	means.	The	being	of	the	festival—in	relation	to	mimesis	of	praxis—has	a	life	of	its	own.	Consequently,	even	though	in	many	of	the	arts,	and	in	society	as	a	whole,	there	was	much	support	for	fascism	there	was	also	dissent,40	which	would	also	have	formed	a	part	of	the	event—whether	documented	or	not.	Any	discourse	that	ignores	this	aspect	of	‘conflict’	that	is	inherent	to	festival	and	suggests	that	it	can	be	moulded	and	formed	at	will	by	anyone	for	their	own	political	or	social	agenda,	must	be	limited.41	Therefore,	it	can	be	said	with	some	confidence	that	in	1930,	along	with	the	Fascist’s	relatively	narrow	instrumental	ideas	of	nationalism,	other	more	seditious	themes	from	the	humanist	commune	(and	its	institutionalised	agon)	were	bound	to	resurface;	such	as	power	reversal,	local	independence,	and	subversive	anti-state	behaviour.	Themes	as	much	to	do	with	local	civic	unity	(opposed	to	centralised	state	power)	as	being	an	Italian.	This	more	destabilising	aspect	of	the	festivals	(at	least	for	the	Fascists)	closely	linked	the	participants	and	observers	in	the	city	to	their	implicit	communality	rather	than	their	difference	from	other	nations	and	was	very	much	in	line	with	Croce’s	idea,	articulated	in	the	early	part	of	the	century,	that	liberty	is	not	a	natural	right	but	arises	out	of	a	continuous	struggle	(or	agon).42	Commentators	
																																																								39	Jared	M.	Becker,	‘“What	We	Are	Not”:	Montale’s	Anti-Fascism	Revisited’,	Italica	60,	no.	4	(1983):	336.	40	While	there	was	some	support	for	the	regime	by	the	Futurists	(Lasansky,	The	Renaissance	
Perfected,	172.),	the	Novocento	movement	in	architecture	tried	to	develop	a	different	use	for	tradition.	Doordan,	Building	Modern	Italy,	29ff.	41	As	has	been	stated,	even	the	Medici	realised	that	the	iconography	of	festivals	cannot	easily	be	co-opted.	42	An	openness	shared	with	the	ideas	discussed	earlier	in	relation	to	Plato’s	dialectic.	
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on	this	aspect	of	Croce’s	philosophy	have	argued	that	his	‘continuous	struggle’	laid	the	foundations	of	the	Fascist	State	in	that	it	was	representative	of	‘…	a	dangerous	new	philosophy	that	stressed	relativism	in	values,	subjective	activism	for	the	individual,	violence	as	a	mode	of	social	action,	and	success	as	the	supreme	value	in	public	affairs.’43	But	this	also	describes	the	operational	aims	of	the	Communal	government	of	the	quattrocento	out	of	which	much	of	the	festal	iconography	arose	and,	more	specifically	in	relation	to	the	north	Italian	city-states,	the	way	that	the	‘natural’	conditions	present	in	the	city	were	understood	as	the	context	for	freedom.44	It	is	this	more	general	aspect	of	the	festival	linked	to	human	behaviour	and	civic	justice	that	has	allowed	these	festivals	to	continue	following	the	final	fall	of	the	Fascist	government	in	1945.	Such	a	recognition	goes	some	way	to	explain	why	many	aspects	of	representative	agonistic	contest	in	contemporary	culture	are	seen	as	dangerous	to	civic	order,	whereas	within	the	historical	context	of	the	city	of	Florence,	this	modus	operandi	had	always	been	the	way	that	politics	was	handled.			Festivals	were,	and	continue	to	be,	a	ceremonial	and	symbolic	representation	of	this	‘natural	state’,	of	what	was	characterised	by	Destler	as	‘violent	relativism’.	The	difference	between	the	historical	event	(including	Croce’s	relativism)	and	the	Fascists’	idea,	was	that	Gentile’s	Idealism—a	‘spiritual’	conception	that	was	grounded	in	ideas	of	human	freedom,	creativity	and	ethics—required	a	more	singular	viewpoint.	In	Fascism	there	was	less	space	for	negotiation	of	what	‘freedom’	might	mean.	The	Fascists	aimed	use	such	events	to	help	build	their	form	of	‘open	access	state’,	but	the	resurrection	of	the	festival	revealed	a	more	complex	set	of	themes,	not	all	of	which	were	sympathetic	to	their	aims.	Both	the	form	of	the	festival	and	its	setting	within	the	historic	centre	of	Florence	resisted	such	co-option	and	thus,	even	the	brutal	aspects	of	the	festivals	should	not	be	seen	as	a	form	of	fascist	bullying,	but	more	as	a	representation	of	the	violence	that	is	concealed	beneath	much	normal	contemporary	political	activity.																																																												43	Roberts,	Historicism	and	Fascism	in	Modern	Italy,	7.	Roberts	is	summarising	Chester	McArthur	Destler’s	opinion	written	in	1950	that	Croce	paved	the	way	for	the	excesses	of	Fascism	to	follow.	44	See	Chapter	one	reference	to	North,	Wallis,	and	Weingast,	Violence	and	Social	Orders,	2.	
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Of	the	events,	violent	or	otherwise,	that	continue	to	be	celebrated	annually,	the	majority	have	found	a	place	in	the	festal	calendar	of	the	Catholic	Church	but,	like	their	precursors	in	the	thirteenth	and	fourteenth	century,	the	festivals	have	a	representational	field	which	steps	outside	the	purely	Sacramental	order	of	the	church.	So	even	when	the	Lateran	Treaty	of	1929	made	Catholicism	the	primary	state	religion	of	Italy,	the	festivals	still	offered	various	forms	of	engagement	related	to	broader	ideas	of	freedom	and	constituency	than	stipulated	by	the	religious	and	political	monocultures	of	the	time.	Festivals	have	always	facilitated	the	representation	of	all	citizens—including	mercenaries,	Jews	and	Muslims—and	one	could	argue	that	it	is	in	the	Calcio	Storico	in	Florence	that	such	diversity	remains.	The	layered	iconography	of	the	event,	originally	extended	to	incorporate	the	humanist	civic	ideals	of	the	commune	championed	by	the	wealthy	merchants,	bankers	and	skilled	craftsmen	of	the	city,	is	now	continued	through	reference	to	the	current	city’s	various	inhabitants,	societies,	institutions	and	visitors.	But	this	iconography	is	underpinned	by	its	location—throughout	its	history—within	one	of	the	significant	spaces	of	the	city	that	were	built	and	fixed	during	the	Communal	period.	The	same	game	moved	to	a	football	stadium	appears	only	as	entertainment,	the	civic	resistance	implicit	in	its	(re-)enactment	is	lost	(Compare	Fig.	6.5	with	Fig.	6.6).45		While	the	form	of	most	of	the	revitalised	events	that	surround	the	Calcio	appear	to	be	historicist—with	period	costumes,	traditional	banners	and	ancient	weaponry	forming	a	significant	part	of	the	festival—designed	to	interest	the	tourist	and	visitor	to	the	city,	in	truth	festivals	have	always	included	such	factors	as	trade,	fashion,	and	politics.	However,	as	the	Fascists	found	out,	such	trappings	do	not	define	the	event	and	it	is	in	this	aspect	of	the	tradition—including	the	very	real	violence	evident	on	the	field	of	play—that	maintains	the	much	of	the	historicity	of	the	occasion.	It	is	the	inevitability	and	the	immediacy	of	these	aspects	of	the	events	that	give	it	meaning	and	make	it	a	part	of	a	real	tradition,	not	just	something	made	to	look	like	tradition.	Even	if	this	aspect	of	the	revival	was	outside	the	remit	of	the	Fascists,	they	could	not	stop	the	re-emergence	of	this	civic	patriotism	(still	is	in																																																									45	The	same	is	true	of	contemporary	flash-mobs.	In	civic	spaces	they	appear	to	have	some	meaning,	but	in	shopping	malls	they	can	never	appear	as	more	than	a	simple	form	of	entertainment.	
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evidence	today)	that	ran	deeper—and	now	longer—than	their	own	shallow	brand	of	nationalism.	Additionally,	while	it	is	clear	that	the	game,	and	the	form	of	much	of	the	rest	of	the	festival,	was	used	as	a	way	of	promoting	fascism,	the	game	and	the	festival	is	not	itself	fascist	or	necessarily	historicist.	In	fact,	it	could	be	argued	that	the	setting	created	by	the	city	as	fabric	and	as	a	body	of	people	(civitas	and	urbs)	present	a	deeper	level	of	meaning	that	cannot	easily	be	hijacked	by	political	ideas.	Quoting	Lando	Ferretti	from	1932,	Lasansky	suggests	that:	…	festivals	“helped	codify	a	new	civility	in	Mussolini’s	Fascist	Italy.”	The	festival	was	a	social	leveller—conveniently	providing	a	common	ground	on	which	individuals,	with	varying	degrees	of	support	for	the	regime,	could	be	united	by	a	single	civic	project.46			It	is	then	perhaps	in	this	moment	that	the	most	important	distinctions	become	visible	and	offer	a	way	of	thinking	about	this	violence	that	is	perhaps	more	therapeutic	than	divisive.	Fighting	for	love	is	very	different	than	fighting	for	hate,	even	if	they	appear	to	be	exactly	the	same.	To	fight	to	belong	is	not	the	same	as	to	fight	to	exclude.	All	civic	agonistic	transactions	have	a	tendency	towards	violence	of	some	sort.	Even	in	ancient	Athens	where	the	transformation	of	the	agon	into	civil	debate	first	occurred—followed	by	more	or	less	willing	consensus	with	laws	deemed	common	to	all,	some	of	which	were	sacred—the	city	also	maintained	its	festive	culture.	The	Florentine	Commune	followed	in	this	tradition	and	its	continuing	occurrence	in	the	city	suggests	that	it	continues	to	address	these	issues.	The	aim	of	the	Calcio	(along	with	the	other	resurrected	games	and	festivals),	as	well	as	to	entertain,	is	to	make	more	visible	this	violence	at	the	heart	of	all	civic	culture	which	inevitably	has	some	winners	and	some	losers.	Dramatic	enactments	of	battles	of	skill	and	daring,	violence,	and	submission	are	merely	another	more	visible	recognition	of	the	violence	of	the	social	structures	of	the	city.	That	such	attitudes	to	the	Calcio	are	still	evident	is	confirmed	in	an	excerpt	from	an	interview	with	one	participant	from	the	2017	Calcio:	Q:	What	makes	this	game	so	special	for	the	city?	A:	“It’s	about	pride,	you	know,	it’s	about	glory.	You	play	for	your	city	first	of	all,	every	time	you	step	into	the	arena	it’s	for	the	pride	and	the	glory	of	your	city.	There	is	no	money	involved,	so	it’s	just	for	honour	and	pride.	Everyone	
																																																								46	Ferretti,	preface	to	Salvestrini’s	book	on	Il	Gioco	del	Ponte	di	Pisa.	Lasansky,	The	Renaissance	
Perfected,	73.	and	n.82,	291.	
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recognises	that,	so	that’s	why	this	kind	of	game	is	so	special	for	the	Florentine	people.”47		Along	with	the	general	misconception	of	events	such	as	the	Calcio	that	mistakes	violent	demonstrations	of	civic	belonging	for	fascist	power	and	intolerance	comes	the	claim	that	such	events	are	also	‘artificial’	because	they	were	partially	reinvented	as	‘spectacle’	for	the	tourist	trade.	But	cities	have	always	taken	advantage	of	any	gathering	of	people	to	make	money	and	attract	more	business	(or	visitors)48—in	the	early	fifteenth	century	the	Feast	of	San	Giovanni	celebrations	(including	market	days)	would	last	up	to	ten	days.49	It	is	in	the	nature	of	festivals	that	there	are	different	layers	of	participation,	from	commercial,	through	political	to	symbolic.	But	even	within	such	a	differentiation	each	participant,	although	in	search	of	different	things,	shares	something	of—and	contributes	something	to—the	festival.			The	same	is	true	of	the	architecture	of	the	city	that	was	conceived	within	this	idea	of	historicity;	the	participation	of	architecture	in	an	event	does	not—or	should	not—be	the	defining	element	of	its	‘character’.	It	too,	when	associated	to	the	conditions	of	historicity,	festival	and	city,	should	be	seen	as	a	multi-layered	phenomenon	that	has	different	possibilities	of	experience.	Firstly,	at	a	mundane	level,	architecture	has	the	ability	to	make	streets	and	places	capable	of	accommodating	the	day	to	day	life	of	the	city;	and	at	the	other	extreme,	create	a	suitable	setting	for	ritual	(political,	civic,	religious).	Neither	of	these	two	states	are	contentious	and	would	fit	a	description	of	even	the	most	rational	forms	of	modernity.	However,	it	is	perhaps	the	third	state,	something	like	Turner’s	‘transition’,	which	is	most	under-valued,	suggesting	there	is	another	layer	of	architecture	that	creates	opportunities	for	the	operation	of	both	forms	of	action	simultaneously	and	is	present,	with	or	without	a	festival.																																																											47	‘An	Exclusive	Interview	with	the	Calciantes	of	Calcio	Storico:	Gladiators	of	Florence’,	The	Gentleman	Ultra,	accessed	2	November	2017,	http://www.thegentlemanultra.com/2/post/2017/06/an-exclusive-interview-with-the-calciantes-gladiators-of-calcio-storico.html.‘	48	As	discussed	in	chapter	two,	the	five	day	Ludi	Romani	in	Circo	was	always	followed	by	four	days	of	markets	see	Fowler,	The	Roman	Festivals	of	the	Period	of	the	Republic.	49	Trexler,	Public	Life	in	Renaissance	Florence,	240ff.	
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Perhaps	it	can	be	argued	then	that	architecture	plays	a	greater	role	in	the	process	of	tradition	than	currently	accepted.	Rather	than	just	being	an	‘aesthetic	analogue	of	culture’,50	architecture	should	be	understood	as	something	more	primary,	not	in	its	ability	to	create	new	cultures—like	that	argued	for	by	the	fascists—but	in	its	ability	to	communicate	traditional	ideas	(a	communal	ethos)	embedded	within	culture	itself.	The	issue	with	the	contemporary	debate	in	architecture	is	that	such	possibilities	are	rarely	discussed	due	to	the	problem	created	through	the	primacy	of	form	in	modern	culture,	the	seeds	of	which	were	discussed	in	the	last	chapter.	It	is	perhaps	worth	revisiting	this	debate	briefly	in	a	more	contemporary	context	to	illustrate	the	dilemma.		
6.2.	 Historicism	and	Historicity	in	Modern	Architectural	Criticism	As	has	already	been	described	developments	of	iconography	were	not	isolated	to	the	festivals,	the	city	and	the	architecture	also	adapted—and	continue	to	adapt—and	so	the	methods	used	to	recover	this	process	must	also	have	a	sense	of	historicity	where	there	is	a	reciprocity	of	past	and	present,	i.e.	in	order	to	understand	the	present	to	its	full	potential,	it	has	to	be	seen	within	the	historical	context	that	has	been	transformed	and	adapted	over	centuries.	However,	most	mapping	used	in	tracing	histories	of	urban	form	show	each	stage	of	the	city	as	a	single	layer,	as	it	is	thought	to	have	formed.	For	example,	reconstructions	of	Roman	plans	of	cites	still	used	show	the	grid	of	the	Roman	city	overlaid	upon	the	current	streetscape	(Illustration	facing	Map	2.1).	Equally,	when	it	comes	to	possible	theories	about	this	type	of	structured	street-plan,	attempts	are	often	made	to	reconstruct	the	geometry	that	may	have	been	used	in	the	original	plan	by	linking	it	to	an	idealised	impression	of	a	possible	idea	rather	than	concentrating	on	the	surviving	traces	embedded	in	the	contemporary	landscape	(Map	4.6a	&	b).	In	the	end,	such	idealised	visions,	it	must	be	noted,	are	often	at	odds	with	the	intentions	of	the	original	act.51		
																																																								50	Karsten	Harries	uses	the	distinction	between	Ornament	and	Decoration	to	illustrate	such	a	division.	Karsten	Harries,	The	Ethical	Function	of	Architecture	(MIT	Press,	1998),	48.	51	See	for	example	Trachtenberg,	Dominion	of	the	Eye.	
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Reconstructing	historical	plans	of	cities	which	do	offer	insights	into	the	original	ideas	is	notoriously	difficult.	Without	supporting	documentation	which	describes	particular	intent,	arguments	for	ideas	in	relation	to	the	‘shape’	of	the	city	can	appear	purely	speculative.	For	example,	with	the	exception	of	a	few	consular	or	imperial	founders,	there	are	very	few	accounts	of	who	founded	Roman	cities	and	when	it	comes	to	medieval	planning	there	are	further	issues.	Although	some	European	planted	new	towns	do	reveal	the	use	of	geometry	the	strategies	used	for	planning	towns	during	this	period	are	often	not	as	clear	as	Roman	examples.52	By	the	time	of	the	Renaissance,	strategies	for	town	planning	were	more	apparent	and	there	is	often	clear	responsibility	for	the	design	as	well	as	recognition	of	a	theoretical	strategy	based	upon	treatises	and	written	records	that	establish	intent	and	reason	behind	the	inscribed	street	patterns.	This	theory-plan-implementation	axis	has	continued	to	be	seen	as	the	most	sophisticated	way	to	plan	cities	up	to,	and	including,	the	present	day.	As	a	result	of	this	continued	association	of	theory	and	strategy	to	realisation—based	upon	the	analysis	of	treatises,	archival	research	and	the	study	of	realised	plans—it	is	only	planning	that	demonstrate	such	intent	that	are	now	considered	at	all	sophisticated.	However,	although	arguments	can	be	made	that	explain	some	congruence,	the	ideas	behind	them	were	not	the	same.	For	example,	grids	can	be	found	in	Greek	Miletus	or	any	Roman	frontier	town,	as	well	as	in	some	medieval	new	towns	of	the	thirteenth	century.	But	to	argue	that	all	of	these	occurrences	of	geometry	are	a	part	of	the	same	desire	for	rational	order	is	clearly	misleading.53			The	problem	occurs	when	this	limited	understanding	of	axiomatic	‘intent’	drifts	back	into	periods	where	the	process	of	design	and	conception	was	less	clearly	defined,	or	where	the	values	used	are	more	difficult	to	identify.	For	example,	in	response	to	this	narrowness	of	interpretation,	in	the	late	nineteenth	century	Camillo	Sitte,	in	his	book	The	Art	of	Building	Cities	of	1889,54	attempted	to	argue	for																																																									52	See	for	example	David	Friedman,	Florentine	New	Towns:	Urban	Design	in	the	Late	Middle	Ages	(Architectural	History	Foundation,	1988).	53	Frost,	Time,	Space	and	Order,	82–100.	54	‘Perhaps	this	study	will	permit	us	to	find	the	means	of	satisfying	the	three	principal	requirements	of	practical	city	building:	to	rid	the	modern	systems	of	blocks	and	regularly	aligned	houses;	to	save	as	much	as	possible	of	that	which	remains	from	ancient	cities;	and	in	our	creation	to	approach	more	closely	the	ideal	of	the	ancient	models.’	Camillo	Sitte,	The	Art	of	Building	Cities:	City	Building	
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a	type	of	urban	planning	more	like	the	medieval	street	scenes	or	ancient	cities,	with	asymmetries,	closed	corners	and	height	variations,	rather	than	the	modern	idiom	of	grids	and	thoroughfares,	however,	it	was	mostly	presented	in	terms	of	views.55	Nevertheless,	in	this	work	Sitte	still	argued	for	this	less	‘geometrical’	ordering	in	formal	terms	thus	also	presenting	a	theoretical	position	behind	architecture	and	urban	planning	based	upon	the	idea	of	form.	An	engagement	with	the	civic	use	of	the	spaces—particularly	in	relation	to	festival—would	perhaps	have	helped	in	this	regard.		The	mapping	used	in	this	thesis	has,	by	revealing	the	history	of	the	city	through	the	surviving	traces	of	the	planning,	attempted	to	create	maps	and	plans	of	Florence	that	can	be	utilised	as	documents	capable	of	supporting	an	argument	for	a	festive	order	of	the	city.	Their	interchangeability	allows	for	the	viewing	of	different	combinations	and	reveals	something	beyond	the	simple	formal	arrangement	of	the	architecture	and	links	to	ideas	of	historicity	and	continuity	embodied	in	the	festival	that	have	been	lost	in	the	rational	limits	applied	to	understanding	the	world	in	the	Enlightenment.	Such	limits	have	also	been	applied	to	much	contemporary	debate	on	the	nature	of	architecture	that	appears	to	be	searching	for	ideas	of	synthesis	rather	than	any	open,	transforming,	agonistic	dialectic.	Consequently,	approaches	such	as	the	one	suggested	in	this	thesis	are	often	misinterpreted	as	a	complete	argument	for	an	alternative	synthesis	rather	than	for	what	it	is;	an	argument	for	the	interpretation	of	architecture	within	its	proper	historical,	temporal	and	cultural	context.	This	can	be	illustrated	in	reference	to	a	statement	by	Adam	Caruso:			Strategies	of	cybernetics,	phylogenies,	parametrics,	mapping	-	each	strive	to	generate	completely	original	forms,	unusual	shapes	in	plan,	in	section,	sometimes	both	[...]	Lacking	the	complexities	and	ambiguities	that	are	held	within	the	tradition	of	architectural	form,	these	shapes	quickly	lose	their	shiny	novelty	and	achieve	a	condition	of	not	new,	but	also	not	old	or	ordinary	enough	to	become	a	part	of	the	urban	background.56																																																																																																																																																																				
According	to	Its	Artistic	Fundamentals,	trans.	Charles	T.	Stewart	(Mansfield	Centre,	Conn.:	Martino	Fine	Books,	2013),	2.	55	A	form	of	planning	taken	further	in	the	twentieth	century	by	Gordon	Cullen	who	builds	a	theory	of	town	planning	from	a	picturesque	base.	Gordon	Cullen,	Concise	Townscape,	New	Ed	edition	(Oxford ;	Boston:	Routledge,	1961).	56	Adam	Caruso,	Traditions.	
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Caruso’s	use	of	the	term	‘form’	in	this	passage	is	relatively	neutral.	He	is	clearly	suggesting	that	architects	less	interested	in	‘striv[ing]	for	original	form’	and	more	focussed	on	a	proper	analysis	and	understanding	of	‘traditional	architectural	form’	would	make	better	buildings,	but	he	does	not	indicate	that	the	understanding	of	architecture	‘as	form’	might	be	an	issue	in	itself.	The	problem	he	is	concerned	with	is	ignorance	of	the	development	of	the	‘tradition	of	architectural	form’	not	the	‘development	of	the	idea	of	form	in	architectural	tradition’.			In	a	critical	evaluation	of	this	statement	Caruso’s	‘tradition	of	form’	can	only	really	relate	to	a	time	when	the	understanding	of	architecture	‘as	form’	became	commonplace	in	architectural	tradition.	Accordingly,	this	thesis	suggests,	no	such	understanding	was	dominant	in	the	Renaissance.	So,	in	fact,	the	statement	can	only	apply	to	architecture	and	architectural	historiography	post	Fischer	von	Erlach’s	A	
Plan	of	Civil	and	Historical	Architecture	(1721),	one	of	the	first	European	works	on	the	architecture	of	Europe	that	focused	more	on	the	form	than	broader	cultural	settings.57	Analysis	by	Caruso	of	the	‘form’	of	architecture	prior	to	this	period	must	be,	by	definition,	limited	by	this	viewpoint	because	it	has	the	effect	of	reducing	any	architecture	conceived	in	any	cultural	context	to	a	purely	‘formal’	level.58	His	firm,	Caruso	St	John,	may	make	good	architecture	out	of	this	quasi-historicist	approach,	but	his	interpretation	of	‘history’	is	as	problematic	as	all	of	the	other	methodologies	he	criticises	in	the	quotation	above.			The	late	medieval	world	of	Florence	was	not	subject	to	these	values	but,	unfortunately,	has	not	escaped	such	analysis.	In	his	book	Dominion	of	the	Eye	(2008),	Marvin	Trachtenberg	offers	a	formal	analysis	of	the	developing	streets	and	squares	of	late	medieval	Florence	in	order	to	suggest	that	the	shaping	of	the	city	through	perspective	and	‘visual	subjectivity’	was	the	primary	aim	of	Florentine	architects	as	early	as	the	trecento.59	Even	though	Trachtenberg	manages	to	
																																																								57	It	could	be	argued	that	for	Fischer	von	Erlach	the	cultural	conditions	were	implicit	to	the	form	of	the	architecture.	The	problem	occurs	when	this	understanding	is	not	a	part	of	the	interpretation,	as	was	the	case	for	many	architects	who	drew	inspiration	from	this	source.	58	See	for	example	S.	Giedion,	The	Eternal	Present:	The	Beginnings	of	Art.	(Oxford	University	Press,	1962).	59	Trachtenberg,	Dominion	of	the	Eye.		
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tabulate	several	conditions	that	indicate	formal	equivalence,60	he	does	not	describe	medieval	culture	with	enough	clarity	to	offer	a	convincing	argument	as	to	why	they	would	have	wished	to	shape	the	city	in	this	manner	in	the	first	place.	He	seems	to	be	implying	that	any	formal	urban	intervention	can	be	viewed	purely	on	geometrical	or	perspectival	terms,	and,	in	addition,	that	this	underlying	geometrical	order	is	always	the	obvious	(and	progressive)	way	to	plan	a	city.	As	a	result	of	these	presumptions	he	implies	that	by	suggesting	such	an	early	date	for	this	type	of	formal	ordering,	he	is	rescuing	the	reputation	of	trecento	artificers	from	association	with	some	sort	of	medieval	‘disorder’	or	‘naivety’	inherent	to	previous	generations.	In	this	act	he	is	guilty	of,	first	of	all,	anachronism	and,	secondly,	a	process,	described	by	Voegelin	in	relation	to	many	historians	of	the	Greek	Polis,	as	‘transforming	the	consciousness	of	an	unfolding	mystery	into	the	gnosis	of	a	progress	in	time’.61			As	this	thesis	suggests,	in	reality,	it	is	more	likely	that	medieval	Florence	was	not	a	set	of	random	relationships	but	structured	intentionally	using	different	hierarchies	outside	Trachtenberg’s	own,	very	limited,	frame	of	reference—more	linked	to	civic	praxis	in	the	form	of	festivals	and	court	ceremonial.	The	extension	of	this	discourse	could	have	shifted	into	one	relating	to	the	particular	of	‘style’	of	architecture	that	such	relationships	developed.	But	this	would	have	been	equally	limiting.	It	would	suggest	that	different	styles	could	relate	specifically	to	different	‘festive’	cultures,	but	at	the	same	time	imply	that	such	styles	were	fixed	at	a	specific	point	within	a	constantly	evolving	social	landscape.	In	such	an	analysis,	any	correlation	between	appearance	and	meaning	would	become	at	best	tenuous,	and	at	worst,	an	illusion.	Like	Vitruvius’s	allowance	for	division	described	in	relation	to	geometry	in	the	last	chapter,	it	would	deny	and	ontological	relationship	between	form	and	meaning	(contra	Plato)	and	suggest	that	meaning	can	be	attributed	to	anything	after	the	fact.			The	problem	is	that	such	stylistic	and	formal	interpretations	of	architecture	separate	the	object	(the	building,	street,	or	square)	from	civic	praxis	in	order	to																																																									60	Trachtenberg,	37.	61.	Voegelin,	The	World	of	the	Polis,	5.	
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gain	particular	knowledge	of	the	object,	and	then	presuppose	this	knowledge	can	be	recombined,	without	losing	any	aspect	of	the	topic	in	the	process,	once	each	element	has	been	investigated	empirically.	But	within	this	process	of	‘knowledge’	gathering,	aspects	of	meaning,	current	validity,	or	continuity	are	often	lost	amidst	the	cataloguing	tendencies	of	an	applied	methodology.	Furthermore,	in	terms	of	much	architectural	history,	building	back	into	the	past	from	contemporary	iconography	has	revealed	the	continuity	of	some	ideas	but	has	not	helped	clarify	the	continuities	of	the	historical	situation	itself—the	idea	of	continuity	remains	questionable.			Nevertheless,	a	journey	down	a	street	of	Florence	today	amidst	a	feast	day	procession	of	San	Giovanni	Battista	(see	accompanying	booklets)	suggests	that	a	strong	argument	can	be	made	for	at	least	some	measure	of	historical	continuity,	but	a	continuity	which	goes	deeper	that	any	formal	stylistic	measure	to	the	nature	of	the	history	of	representation	itself.	Even	today,	the	architecture,	as	foreground	and	background,	is	critical	to	both	the	citizens	who	participate	in	the	events	and	the	spectators	who	watch	them—many	of	whom	know	nothing	of	the	history	of	the	way	the	events	were	conceived,	constructed,	used,	adapted	and	renewed;	or	anything	about	the	broader	issues	of	European	culture	that	underpin	them.	The	feasts	clearly	have	meaning	that	is	accessible	in	varying	degrees,	and,	like	the	form	of	the	events	themselves,	this	meaning	has	a	history.			Today,	even	though	primary	issues	of	justice	and	national	policy	are	handled	elsewhere,62	the	city	council	centred	on	the	mayor63	still	meets	in	the	Palazzo	Vecchio	in	the	Sala	di	Dugento,	the	room	where	the	first	meeting	of	the	Signori	was	held	in	1302	(B,	Fig.	4.12).64		Not	often	open	to	the	public,	this	room	creates	a	setting	for	the	council	linking	the	rich	and	varied	history	of	governance	with	the	identity	of	the	contemporary	city,	even	though	tourists	overrun	other	parts	of	the	palace.	The	palazzo	continues	to	be	both	a	representative	of	the	institution	as	well																																																									62	For	example	the	Palazzo	di	Giustizia	(Firenze),	Rifredi	Quartiere,	1999-2012	by	Leonardo	Ricci	and	Giovanni	Michelucci.	63	A	role	created	in	Florence	in	1781.	64	Rodolico,	Camerani	Marri,	and	Archivio	di	Stato	di	Firenze,	Mostra	documentaria	e	iconografica	di	
Palazzo	Vecchio,	12.	
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as	the	history	of	the	city	and	these	functions	are	brought	together	on	specific	feast	days	when	the	partitioned	building	engages	very	differently;	on	feast	days	the	internal	boundaries	which	are	normally	used	to	separate	users,	become	borders	where	different	groups	interact	(Fig.	4.19).65		
Conclusion	It	is	a	modern	conceit	to	suggest	that	only	full	knowledge	of	the	meaning	of	a	festival	results	in	meaningful	participation.	Gadamer	argues	that	festivals	have	similar	characteristics	as	theatre	and	that;	[…]	the	theatrical	presentation	calls	up	something	that	is	at	work	in	all	of	us	even	if	we	are	unaware	of	it	[…]	[and]	makes	visible	the	ethical	harmony	of	life	that	can	no	longer	be	seen	in	life	itself.66			The	historical	sketches	presented	in	this	thesis	are	not	intended	to	be	comprehensive	but	to	offer	glimpses	into	the	festive	order	of	Florentine	civic	life	from	its	documented	emergence	in	the	medieval	period.	These	origins,	built	off	Roman	traditions	(later	reinterpreted	by	communal,	ducal,	princely,	Risorgimento	and	Fascist	governments)	were	articulated	to	create	mechanisms	through	which	rulers	could	be	held	accountable	to	the	city.	From	the	introduction	of	the	Calcio	football	match	on	the	feast	day	celebrations	by	the	Medici	in	1530s	to	its	demise	and	later	reinstatement	as	an	annual	event	in	historical	costume	by	the	Fascists	in	1930,	the	restoration	of	medieval	iconography	and	Renaissance	perspectivity	have	always	been	significant	factors	in	how	Florence	sees	and	presents	itself.	The	ability	of	the	city	to	sustain	a	symbolic	urban	topography—even	amidst	its	increasing	secularity—is	indicated	by	the	continued	use	of	the	civic	spaces	shaped	by	the	Commune	as	places	for	markets	and	political	protest	even	though	many	of	the	institutions	they	are	questioning	have	long	since	retreated	to	Rome	or	to	Florence’s	outer	suburbs;67	and	is	also	revealed	by	the	persistence	of	feast	day	reveries	mixing	civic,	political,	Christian	and	Roman	iconography.	The	symbolic	topography	persists	even	now	the	Baptistery	of	San	Giovanni,	Santa	Maria	del	
																																																								65	See	Richard	Sennett	‘The	Open	City’	for	a	discussion	on	the	difference	between	borders	and	boundaries.	https://lsecities.net/media/objects/articles/the-open-city/en-gb/	accessed	15.02.16.	66	Gadamer,	The	Relevance	of	the	Beautiful	and	Other	Essays,	61–62.	67	Florence	was	only	briefly	the	capital	of	a	United	Kingdom	of	Italy	from	1865-71	before	the	national	institutions	were	finally	settled	in	Rome.		
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Fiore	and	the	Palazzo	Vecchio	to	the	city	have	become	less	important,	allowing	tourists	and	Florentines	alike	to	appeal	to	the	vestiges	of	history	and	tradition	for	civic	orientation.			As	Gadamer	suggests,	much	of	the	stratification	of	this	symbolic	landscape,	emerges	from	a	world	in	which	a	designation	of	signs	over	the	search	for	symbol	has	led	to	misguided	prioritisations.	Even	if,	in	some	of	the	costumes,	banners,	and	music,	it	appears	that	Florence’s	festivals	utilise	aspects	of	historicism	as	a	tool	in	their	presentation,	there	is	still	enough	historicity,	carried	on	the	back	of	extant	traditions,	to	maintain	their	value	to	the	city.	As	a	result,	it	can	be	said	that	Florence’s	festive	activity	plays	a	significant	role	in	the	city’s	continued	engagement	with	civic	values—past	and	present—and	offers	clues	as	to	how,	in	the	face	of	pressures	brought	by	activities	such	as	mass	tourism,	cities	can	secure	their	longevity	in	ways	that	cultivate	cultural	value	over	the	narrow	understanding	offered	by	‘consumerism’.	Participation	in	festive	praxis	is	not	limited	to	those	who	have	knowledge	of	the	history,	values	or	the	mimetic	function	the	event	seeks	to	represent.	Like	the	history	of	the	event	itself,	a	festival	is	open	to	everyone	in	different	measure	because	it	presents	a	‘uniformly	objective	present’	where	tradition	can	be	seen	as	both	a	gift	from	the	past	and	a	setting	for	the	future	within	a	temporality	of	a	‘present	time	sui	generis’.68						 	
																																																								68	Gadamer,	Truth	and	Method,	110.	
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